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Introduction 


For the Student— This book is planned for you, and its purpose 
is to help you fo learn the basic principles of design and layout in 
printing. Before any job of printing is set in type, it must be designed. 

It is suggested that you read each unit carefully, and then answer 
the questions and complete each project for that unit before you 
proceed to the next unit. It will be necessary for you to study each 
illustration carefully, noting particularly the lines of explanatory matter 
which accompany some of the illustrations. Only in this way will you 
begin to get an understanding of typographical layout and good design. 

To the Teacher— This elementary book is planned as an aid in 
teaching basic principles of layout and design in printing. It is planned 
for students both in industrial arts and in vocational graphic arts. It 
is designed so that students may work independently of continuous 
supervision. 

This book can help satisfy the objective of consumer knowledge. 

Layouts made need not necessarily be set in type by the student, 
although, where conditions permit, it is best to do so to provide clearest 
understanding. 

The problem of illustration in layout —photoengravings and line 
plates are relatively scarce in school shops—is met by clipping illustra- 
tions from various kinds of printed matter and pasting them on the 
comprehensive layouts made by the students. 

It is suggested that rough layouts made by the students be submitted 
for the teacher’s approval before the comprehensive layout is made. 

Problems are provided for class discussion or independent answering, 
or for both. Projects are to be made independently by students. 

The book can be useful in the planning area of the industrial arts 
shop and by the shop or related subjects teacher in vocational schools — 
particularly where “related drawing” is taught to all students. 

This book is flexible in that problems and projects can be selected 


from the complete list as time and objectives of the course require. 
R. RanpotpH Karcu 
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1. The Purpose of Design. Printing is for the purpose of multiplying 
messages, and can be classified as follows: 

1. What the public pays to read, such as newspapers, periodicals, 
and books. 

2. What the public must read of absolute necessity, such as govern- 
ment forms and timetables. 

3. What the public must be coaxed to read, suchas all forms of 
advertising. 

The greatest advances made in making type matter readable as well 
as attention-getting has been in advertising. Advertisements compete 
with one another in newspapers, periodicals, and direct mail, and hence 
competition is set up which spurs art directors and layout men to do 
more effective work. 

The next greatest advances have been made, typographically speaking, 
in what printed matter the public pays to read. Books are more readable 
and planned better than in the past. However, no data are available 
on sales of books due to their typographical excellence. 

The least advances for the general good of the reading public have 
been made in work that people must read, although some attempts 
have been made to increase the readability of such printed matter, 
both in the elimination of puzzling, involved sentences as well as 
in typographical style. 

Our study deals with sound layout and design principles. It does not 
list “rules” for typography. Although certain rules have been and 
always will be set up by various authorities, few will be listed here. 
Such rules are sooner or later violated by men of outstanding ability 
in layout and design, who have the know-how to plan jobs of printing 
that are attention-getting, readable, and which get the message across — 
selling goods and inviting reading — despite so-called violations of rules 
which may be arbitrarily set up. 
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2. Reasons for a Great Variety of Designs. When the same copy is 
given to several layout men who are given their own lead in the work, 
each will lay out the job in different ways. Depending upon one’s 
own feeling of typographical art, each job may be good in design, 
but none will be the same. This is demonstrated in the magazine 
pages shown in Figures 1-7. Two layouts are shown of identical pages 
in each illustration. Note the difference between them. 

In Figure 1, a, the layout man decided to design a plain, unillustrated 
page, with headings flush (aligned) at the left, with two columns of 
type. In Figure 1, 4, the layout man added to the design by pulling 
some text matter from the copy, adding it as a subheading. Also, 
he added a suggested picture. 

In Figure 2, 5, note how the layout man added interest to the page 
with illustrations. The small illustration in layout 6, Figure 3, adds 
to interest. 

Shown in Figure 8 are eight business cards, entries in a typographical 
contest conducted by the Inland Printer. Each of the cards is one layout 
man’s interpretation of the same copy. Each examined the copy carefully 
and made his own original design. This illustrates the great variety 
of designs that is possible. The eight settings are all good designs, and 
almost all are of the informal style. 
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3. Definition of a Layout. A typographical layout is a plan for a job of 
printing. A dummy is a collection of layouts, as in the plan for a 
booklet or folder having several or more pages. 

Layouts are of several different types: 

1. Roughs are quick designs, usually made in a great number so that 
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a selection may be made from them in order to complete a final layout. 
These may or may not be of the final size but, of necessity, must be 
of the same proportion as the completed job. 

2. Comprehensive layouts are of the same size as the completed job, 
and are made as close to the final job as is possible. 

3. Finished layouts are often paste-ups of photostatic copies of 
illustrations to. be used, and the type matter either carefully drawn 
on the copy in the larger sizes (with lines indicating the smaller sizes) 
or proofs of the type matter. 

The printer usually receives two items: one is the layout itself, and 
the other is the typewritten copy. The layout indicates the size of 
the illustrations for the platemaker. The sizes and kinds of type are 
indicated on the layout or on the typewritten copy. Copy is usually 
keyed to the layout with notations on both layout and typewritten 
copy, as “Copy A,” “Copy B,” and so forth (see Figs. 11 and 12). 

If the layout man knows where the work is to be composed in type, 
he can indicate the exact type faces to be used. If he does not know 
what kinds of type the printer who will get the job has, he will have 
to be satisfied with the typesetter’s interpretation of his layout, which 
in some cases is surprising as well as unsatisfactory. 

Complete instructions should be given by the layout man. When 
complete instructions are not given, the compositor must either delay 
the work until he gets them or use his own judgment. Marked-up 
copy should include: kind and sizes of type, width in picas, caps or 
lowercase or small caps, leading between lines, indentions, depth of 
type areas in picas, amount of letterspacing in cap lines, size of trimmed 
sheet or page, margins in picas, and all information necessary so as 
to avoid any unnecessary delays (see Fig. 11). 

4. Materials Used in Layout. Tools of the layout man include a supply 
of thin, transparent paper for tracing letters and illustrations, soft-lead 
pencils, printer’s line gauge, drawing board, T square, triangle, and 
colored pencils. He also needs paper cement and type samples. 

5. How to Interpret Copy to Find What Lines to Display. Sometimes 
the customer of the printer will know what. he wants displayed in 
his printed material. At other times he leaves this to the layout man. 
Let us analyze a typical piece of menu copy, which is: Menu, The Pine 
Tree Hotel, at the junction of Highways 24 and 48, Famous for our 
Southern Fried Chicken and Virginia Baked Ham, Dancing and floor 
show on Saturdays. 

This is the copy for the first page. The size wanted is 6 by 9 inches. 
These constitute the “musts” for the layout man. What does he do? He 
must decide what type to use, what illustration if any, and what size of 
type to use, and he does this in the following manner: 
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oy Aaa for our epee for our 
_2 Southern tried Chicken Southern Fried Chicken 
W/ and Virginia Baked Ham and Virginia Baked Ham 
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THE PIVE TREE HOTEL THE PINE TREE HOTEL 


At Junction of Highways 24 and 48 At Junction of Highways 24 and 48 
> > 
Hancing and Floor Show on Saturdays Dancing and Floor Show on Saturdays 
| = Sete 
a b 
Fig. 10. 


What words should be in the largest type? He decides that, inasmuch 
as it is a menu, the word menu should be displayed. The next most 
important word is the name of the place. 

How shall the words and picture be arranged on the page? The 
layout man now makes four or more rough layouts. Four roughs are 
shown in Figure 9. He looks them over and decides that c, Figure 9, 
is the best one. 

Now he makes a comprehensive layout, using the rough layout as 
a guide. The complete comprehensive and final printed job are 
illustrated in Figure 10. 

6. How to Specify for Type Composition. After the layout man has 
completed his layout, he must tell the compositor exactly what he wants 
—kind and size of type faces, widths of measures, sizes of margins, 
and exactly where he wants each line placed on the page, and the 
position of each illustration. He can do this on the typewritten copy 
and on the /Jayout itself. 

For example, a typical advertisement layout is shown in Figure 12. 
The typewritten copy for the layout appears in Figure 11. Note that 
all the information is given that is necessary for the compositor to 
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know: position, kind and size of type faces, sizes and lengths of rules 
(lines, which can be measured by the compositor), and other informa- 
tion. The size 14/24 means 14-point type on a 24-point body — meaning 
10 point leaded. 

Note that the copy and the layout are keyed to one another, as 
“Copy A” and “Copy B.” 

On the layout in Figure 12 all sizes can be measured: lengths of 
the partial box at the top of the advertisement, positions of the 
elements, margins, and whether lines are to be full measure or aligned. 
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The hand compositor uses this layout as a “blueprint” to make up the 
type, rules, borders, and sizes of various margins. 

Figure 13 shows the job set up as directed by the layout. Compare it 
with the layout shown in Figure 12, and note that the hand compositor 
has followed all directions and that each element fits perfectly, which 
indicates that the layout man has done a good job. 


21 


ae 


WE ARE A GOOD NEIGHBOR 


ForTY-ONE YEARS AGO when we were a young bank and 
Los Angeles was a growing city just about ready for its first 
pair of long pants, we decided there was no good reason why 
anyone should have to oo traipsing all the way downtown to 
do his or her banking. So we inaugurated branch banking 
in Southern California —brought banking to you in your own 
community. ‘Today, there are fifty convenient neighborhood 
Local Savings Bank offices in and around Los Angeles. Go to 
the nearest one the next time you have some banking to do. 
You ll find the officers and employees at any one of our fifty 


neighborhood offices eager to help you to be good neighbors. 
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cuapteR? Display Composition 


8. The Meaning of Display. Dzsplay lines differ from the other ele- 
ments of a piece of printing in that by their contrast they attract the 
first attention of the reader. 

The reader of any piece of printed matter should not be confused 
by directing his attention to too many lines of type. Too much display 
is no display, and a well-planned job makes a single impression. The 
job should be so planned that the reader’s eye is led from one element 
to another without effort, and type and illustration should be arranged 
in order for ease of understanding. 

Contrast of type with type to display certain words or phrases is 
achieved in the following ways: 

1. The design of the display type differs from the text. 

2. The color or blackness of the letters varies between display line 
and text, with display usually darker. 

3. The color of ink in the printing. 

4. The isolation of the display line, surrounded by white space. 

5. Size of the display line in relation to the type. 


. LIGHT CAPS OF THE SAME TYPE FACE. 

. SMALL CAPS OF THE SAME TYPE FACE. 

. italic lowercase of the same type family. 

. BOLD CAPS OF THE SAME TYPE FAMILY. 
. Bold italic lowercase of the same type family. 


. BOLD ITALIC CAPS OF THE SAME TYPE 
FAMILY. 


7. A contrasting type, usually bolder, often in italic, 
of another type design. 
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8. Underscoring, if used sparingly. 
Fig, 
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9. Minor Display. Words of minor display value can be put in contrast 
with other type used, even in the same point size as the other type. 

10. Examples of Display. The illustrations, Figures 17-20, present, in 
graphic form, various methods of typographic display. Examine each, and 
read its explanation for a better understanding of type display methods. 

11. Contrast. Figure 16 shows a part of a page from a daily news- 
paper. Note that almost all of the advertisements are composed in 
black-faced type. Now, look over the page, and note the one two-column 
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Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 


reader, who should not be 


confused by directing his 


attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 


single impression to. sell. 


Nothing displayed. 


Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 


well-planned job makes a 


single impression to sell. 


Minor display in italics buried 
in the text. 
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Minor display through use of 
italics. 
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single impression to sell. 
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small caps and italics. 
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Display lines differ from 
other elements in a_ piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 


immediate 


attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
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Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


Most display value killed by 
too-wide letterspacing. 
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Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 


IMMEDIATE 


attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


Display by isolation; the more 
white space the more display. 
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other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 


single impression to sell. 


Wide letterspacing weakens’ 
display head. 
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confused by directing his 
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play is no display, and a 
well-planned job makes a 
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Too much underscoring kills 
display. 
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other elements in a piece 
of printing in that they at- 
tract the attention of the 
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confused by directing his 
attention to too many dis- 


play lines. Too much dis- 


play is no display and a 


well-planned job makes a 


single impression to sell. 


Minor display through use of 
bold, contrasting faces. 
Cc 


DISPLAY differs from 
other elements in a piece 
of printing in that lines at- 
tract the attention of the 


reader, who should not be 


confused by directing his 


attention to too many dis- 
play lines. Too much dis- 


play is no display, and a 


well-planned job makes a 


single impression to sell. 


Caps used for display; 
underscoring displays words. 
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Display lines differ from 
other elements in a piece 
of 


PRINTING 


in that they at- 
tract the attention of the 


READER 
who should not be 


confused by directing his 
ATTENTION 


to too many dis- 


splay lines. Too much dis- 


play is no display, and a 
well-planned iob makes a 
single impression to sell. 


Bolder faces even in smaller 
size give good contrast. 
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DISPLAY 


Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 


confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


Contrast in sizes of two light 
faces makes for display. 


DISPLAY 


Display lines differ from 


other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


Extra bold 24 point head gives 
high contrast with text. 


Cc 
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Display 


Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


High contrast in sizes with easy- 
to-read lowercase heed. 
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Display 


Display lines differ from 
other elements in a piece 
of printing in that they at- 
tract the attention of the 
reader, who should not be 
confused by directing his 
attention to too many dis- 
play lines. Too much dis- 
play is no display, and a 
well-planned job makes a 
single impression to sell. 


Extreme contrast of 36 point 
display and 10 point text. 
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advertisement composed in light-faced type. The contrast between the 
black-faced and light-faced advertisements is considerable! 

12. Balance. Balance in typographical layout is either formal or 
informal. 

In a formal balance all elements in type lines and illustrations are 
duplicated on each side of a vertical line drawn through the center 
of a printed job. 

Also, in a formal balance, all elements are balanced about a line at 
the optical center. The optical center acts as a fulcrum for balancing. 
Figures 21 and 22 are examples of formal balance, the gray areas 
indicating type lines and illustrations. A vertical line is drawn through 
the center, horizontally, so that one can see the arrangement of the 
elements with regard to the optical center of the page. 


Fig. 21. 
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The informal balance, or asymmetric form, is more interesting than 
the formal balance. Informal balance is used in most modern-day 
printing because it is more exciting and more forceful —catching the 
interest of the reader. 

The elements of a printing design are still balanced when the informal 
style is used, but they are not evenly balanced. The larger elements 
are balanced against the smaller elements. The masses are not equal 
in size, shape, or tone. A small mass farther from the center line will 
balance a larger mass nearest the center line. 

Figure 23 presents four rough layouts of advertisements. In each 
rough layout the informal style has been followed. In illustration a, 
the text matter has been laid out to be set in type flush right, and 
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Fig. 23. Examples of informal balance. 


the illustration covers the entire right of the advertisement. In illustration 

b, a picture dominates the advertisement. An irregular setting divides 

the illustrations as shown in c, while d presents a good informal balance 
‘ through the sizes and placement of the illustrations. 
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Examples of typography, circa 1870, appear in Figure 24. Note the 
emphasis on borders, well-mixed type faces, and centered lines. How 
strange this typography appears! Today the emphasis is on fewer 
decorative borders, fewer styles of type faces, and off-center balances 
rather than on centered lines. 
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13. Optical Center. The S, shown in 4, Figure 25, is in normal posi- 
tion, as designed. It appears to be well balanced. The S, shown in a, 
Figure 25, is the same letter as that in b, except that it has been turned 
upside down. This turned S seems to be seriously out of balance. 

If the exact or mathematical center were used to guide the center 
of the curve of the S, the two letters S as shown would be comparable 
in design, but would still be out of balance to the normal eye. 


Fig. 25. 


14. Proportion. Proportion in typographical layout refers to the pleas- 
ing relation of the elements of the printed job to the whole layout, 
and the pleasing relation of one element with other elements. 

Typographical layouts consist of two kinds of elements: illustration 
and type masses. Widths of both should be in a pleasing relation with 
their respective heights. 

Equal or almost equal divisions of space generally make a poor and 
unpleasing proportion. It is better to have relationships of 2 to 3, 1 to 3, 
or 3 to 5. Other good proportions are 3 to 7 or 4 to 7. Figures 26-34 
illustrate principles of good proportion. 

15. The Illusion of Depth. The illusion of a third dimension in typo- 
graphical layout can be secured for better effect through the use of 
various devices in layout technique. Overlapping of some elements and 
shadow effects, as shown in Figure 35, indicates how depth is secured. 

Contrast of illustrations, with regard to shape and size, makes the 
printed material more attractive to the reader. 
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Bar, representing line of type, is in Bar, representing line of type, is in 
center, but appears below center. optical center, but appears in center. 


a b 


Circle, representing picture, is in Circle, representing picture, is in 
center, but appears below center. optical center, but appears in center. 


c d 
Fig. 26. 
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Fig. 27. 
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1. Sizes of illustrations should not be too nearly the same. 

2. Interest may be varied by changing the shapes of the illustrations: 
circle, pyramid, rhomboid, trapezium, and oval. 

3. Density of color can be varied between elements of illustrations 
with regard to the blacks and grays. 

4. Long, upright illustrations cause the reader to follow their direction. 
This is also true of long, horizontal illustrations. 
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The student of typography should spend sufficient time studying the 
illustrations on the preceding pages so that the principles of typography 
are firmly fixed in his mind. In addition, the sections following on 
hand-lettering, the appropriate use of type faces and harmony, must 
be studied with care. 

16. Movement in Layout. The movement or rhythm in a design for 
printing leads the eye from one element to another. In this manner 
important words or illustrations are called to the attention of the reader. 
The eye normally is trained to go to the upper left of the page, and 
the eye is usually led from left to right and from top to bottom, because 
people naturally read this way. 

Care must be taken to see that the reader’s attention is not directed 
away from the advertisement or printed product. Therefore pictures 
of people within the job should not look outside. 

Devices used in accentuating movement are the arrow, lines, pointing 
finger, simulated beam of light, speeding vehicle, running man, and 
objects such as fountain pens, shoes, tall buildings, pipes, bottles, long 
ore neckties, and the like. 

Figure 36 illustrates several devices which partially explain movement 
in layout. Note the simulated advertisement at top, left. Note how the 
dots and scissors lead the eye to the coupon. 

At the upper right, note how the tall buildings lead the eye down 
to the word “exclusive.” 

At the lower right, note the arrow and resultant movement from the 
words “chapped skin” to arrow, to box, to name of product. 

At the lower left are various common devices to aid in directing the 
eye —the arrow, cupid, man running, and Santa Claus pointing down. 
All these devices tend to direct the reader’s eye. 

The three rough layouts in Figure 37 show movement in advertise- 
ments. Note how the eye follows the hammer to the name (logotype), 
how the eye follows the cannon down to the name (to be placed in 
the white area), and how the toothbrush leads the eye down the 
advertisement. 

17. Appropriateness of Type Faces. The subject of the printed piece 
often indicates the style of type to use. Large, black type, therefore, 
would be inappropriate for lace dresses, and a delicate, light-lined type 
would not be suitable for a coal company. It is not always possible 
for the layout man to get the exact type faces he needs; hence, he 
utilizes what he has, and does his best. However, the traced type faces 
in Figure 38 indicate their appropriateness, and they should be examined 
carefully. 

18. When to Use Hand-Lettering. For effects not generally available 
in type faces, or difficult to compose in type, advertisers often use 
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Fig. 39. Hand-lettered words. 


hand-lettered words or phrases in headlines. Representative samples are 
shown in Figure 39. The top four represent “type” faces not available 
in the printer’s cases. In attention and make extra money, we see how 
a third dimension is achieved. Curved lines, as in the words look 
lovelier and modern, are more easily done, generally, by hand-lettering 
than to curve the type in setting. Decorated and otherwise treated 
examples are shown at the bottom of the illustration —it would be 
difficult to achieve such effects in type. | 

19. How to Use Reverse Plates. For special contrasts in layouts, 
reverse plates, either from type or hand-lettering, in which the usual 
black on white is reversed, are often used. For letterpress printing, 
a proof is pulled in the usual way, black on white, and a reverse plate 
is ordered from the photoengraver. For offset-lithography, a negative 
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photostat is used, often pasted on the copy with the type matter to be 
photographed to make the plate. 

Care should be taken to see that no fine-lined type faces are used 
in small sizes, as these will often print badly. Special lenses are often 
used by platemakers to slant, condense, expand, put in perspective, or 
otherwise change the copy not only for reverse plates but also for 
black on white. Variations used for reverse plates are shown in Figure 40. 
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20. Classification of Type Faces. In the type classification shown in 
Figure 41, the original designer, date, country, and general characteristics 
are noted. A study of these designs will enable one to find into what 
classification any of 1400 type faces belong. 
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Egmont 
Waverley 
Caledonia 


Fig. 41. 


6. 


Venetian. Nicholas Jenson, 1470, Italy. 
Triangular top serifs, flat and blunt serifs at bottom. 
Little contrast between weight of strokes. Long 
descenders and ascenders. 


. Ovo Styte, Dutch-English. William Caslon, 1722, 


England. 

Bracketed serifs. Contrast between heavy and light 
strokes. Short descenders and ascenders. Open, 
round, and wide characters. 


. Op Styie, French. Jean Jannon, 1530, France. 


Long and pointed serifs, spurred serifs at bottom 
of some lowercase letters. Contrast between heavy 
and light strokes. Long descenders. 


. TransitionaL. John Baskerville, 1752, England. 


Sharper and longer serifs than those found in Old 
Style (Dutch-English), long rounded curved serifs. 
Contrast between thick and thin strokes. 


. “Movern.” Giambattista Bodont, 1789, Italy. 


Flat, long, and practically nonbracketed  serifs. 
Greatest contrast between thick and thin strokes. 
Relatively thin characters. 


Contemporary. M. F. Benton, B. G. Goodhue, E. 
R. Weiss, S. H. deRoos, W. A. Dwiggins, R. 
Ruzicka, F. W. Goudy, B. Rogers, S. Hess, J. 
Blumenthal, etc., 1900 to present. 


Original designs, not based on older designs as listed 
here. Many contain characteristics of several of the 
older basic designs. 


An outstanding example of each design of type face is shown in 
Figure 42, along with enlarged characters illustrating type peculiarities. 
Each “family” usually includes italic, bold, bold italic, extra bold, 


and condensed. 


& d 7. Sans Serir. Paul Renner, 1927, Germany. 


Futura 


No serifs. Designs are either monotone (no con- 
trast between strokes), thick and thin or calligraphic. 
A redesigned so-called “Gothic.” 


. Square Serr. Heinrich Jost, 1931, Germany. 


Serifs are square, some without any brackets and 
others with slight brackets. Monotone or thick and 
thin. A redesign of old, so-called “Antiques.” 


. Decorative. Various Designers, 1800 to present. 


Display types to be used sparingly; attention-getting 
types. High contrast with usual types set for para- 
graph matter. Not based on any old form of letter. 


. Buacketrer. M. F. Benton, 1901. 


Based on old manuscript style of the scribes, as 
though drawn with a quill. Based on the old letter 
form before Jenson’s first Roman. 


. Script. M. F. Benton, 1903. 


Simulation of handwriting, based on older scripts 
used in copperplate engraving. Letters are either 
joining or nonjoining. 


. Newspaper. C. H. Griffith, H. R. Freund, 1926-1935. 


Short, blunted serifs. Wide, open counters. Very 
large lowercase height, making short ascenders and 
descenders. Designed for utmost readability. 
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21. The Use of Initials serves the purpose of leading the eye to certain 
sections of the copy, as well as decorates the page and makes it interesting. 
The initials utilized in Figure 43 show some treatments of initial letters. 
Great care should be taken to insure that no unsightly white space 
appears around the initial, and that all are closely fitted. 


Art THE beginning of the Nineteenth Century, G 
battista Bodoni designed the types that bear his n: 
His was the first and most successful attempt to b 
completely with the old style tradition and create a 


new and different. 


Ws want to tell Merchants Manuf 
of ONE GOOD Way to reach a great many 
for but little money. ENVELOPE STUFEERS, S€ 
your ‘Bills during the month andalso wi! 


UNDREDS of large national advertisers 
that the buying public must be induced ti 
their products. It is apparent that neither cui 
indifference or amazement will do this. Appre 
of the true merit of the wares is absolutely impx 


ROM almost the first beginnings of Colonial activity in 

America down to the time of the Civil War, one is secure 
in making the observation that America’s chief economic 
stimulus came from the sea. Her growth, her wealth, and 
even her very survival were indissolubly linked with her 
maritime activity. Just as beach stones paved the narrow, 
winding streets of early Salem and Boston, and just as each 
of these wandering lanes seemed always to find its way to 


Fig. 43. 


$2 
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* PRINTERS WHO CREATE IDEAS TO INCREASE SALES 
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darwin press 


123 South Eighteenth Street + Cincinnati, Ohio 


PRINTERS WHO CREATE IDEAS TO INCREASE SALES 
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* 
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wy 
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O14Q ‘HPuurIUID « ssoid UIMIEP 
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Fig. 44. 
22. Matched Layouts. When planning the design for a series of jobs 
for the same customer, the layout man uses the same general theme 
in the selection of type faces and illustration. The illustrations in 
Figure 44 show a letterhead, envelope corner card, and business card 
which follow the same trend of design. 
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23. Styling Companion Layouts and Jobs. Where a series of jobs of 
printing are to be done, it is better to establish a typographical style — 
that is, the same type faces are used in each. This is true of the layouts 
of book pages. Illustrated in Figure 45 is a shape (trapezium) which 
appears on the front cover of a book and is also carried to the illustrations 
on the inside pages of the book. 


Description of picture here 


Credit line for photo here 


Fig. 45. 


Figure 46 illustrates a design carried through in the layout and 
composition of several companion jobs of printing. When laying out 
any job of printing, see what style has been used before in other jobs 
used by the same company, and try to match it as closely as possible. 
This technique is better than to have letterhead, envelope, business card, 


and other printed matter each laid out and composed in different styles 
of type faces. 
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24. Effect of Paper Texture on Type Faces. A factor often ignored in 
the selection of body type faces, but nevertheless of great importance, 
is the effect of the texture of paper on small type faces printed by 
letterpress. Hard-surfaced papers do not thicken the type faces, and 
soft-surfaced papers do thicken them. 

The example shown in Figure 47, originally set in the 10-point size, 
is magnified so that the texture of each paper’s effect on the type face 
can easily be seen. The type faces were actually printed on the kinds 
of paper noted at the right, and then blowups were made. 

Note that the Bodoni type face printed on newsprint stock and on 
antique paper appears much heavier than when printed on coated and 
sized and supercalendered paper stock. 


Bodoni on 


Exacting and zealo sign 
Exacting and zealo cous 
Exacting and zealo ue. 
Exacting and zealo x... 
Exacting and zealo ss 


Fig. 47. 


In the process of offset-lithography, and when type is to be reproduced 
also in photoengraved plates in letterpress, it is common practice to pull 
proofs of the lighter-faced types on rough-surfaced papers. When photo- 
graphed for reproduction, these type faces appear heavier of face than 
when pulled on the usual hard-surfaced, coated papers. 

25. Harmony Between Elements. Harmony in typographical design 
refers to a pleasing relation between type faces used, with regard to 
their design as well as to shape and weight, and a general pleasing 
relation among the shapes of the various elements of the job. Generally 
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speaking, a thin type face looks much better than a wide type face 
in narrow confines. The reverse is also true— wide faces look well 


in wide panels (Fig. 48). 


Thin WIDE FACES 
Faces 


in Good 
Form WIDE SPACES LIKE THIS 


Here ‘ 


LOOK WELL IN 


Fig. 48. 


Borders should be in keeping with the type faces used in a job of 
printing. Note, in Figure 49, the light border with the light type, medium 
border with the medium type, bold border with the bold type, and extra- 
bold border with the extrabold type. All are in harmony. 


C2 


1-2 POINT BORDER 1 POINT BORDER 

| | pant 

2 POINT BORDER 3 POINT BORDER 
Fig. 49. 
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26. Mixing of Type Faces. It is generally considered poor form to use 
old style with modern faces. Some authorities forbid the use of sans serif 
with square serif faces. Others can be mixed. 


VENETIAN SANS SERIF 
(Cloister) (Vogue) 

ODES Lv te SQUARE SERIF 
(Caslon) (Cairo) 

OLD STYLE TRANSITIONAL 
(Garamond) (Baskerville) 
MODERN 

(Bodoni) 


Fig. 50. Various type faces. 


27. Selection of Body Types. Regular paragraph-matter types should 
be selected with care for ease of reading. The examples given in Figure 
51 illustrate poor types. 

Too i 2htetonreasdreaga ly: 
faces are made on modern 
Too heavy to read easily: 


faces are made on modern 
Too thin to read-easily: 

faces are made on modern 
Too wide to read easily: 

faces are made on modern 
Too confusing to read easily: 

fares are made on moderit 


Fig. 51. 
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28. Printers’ Measurements. In printing layout, two systems of meas- 
urement are used: the point system for all type measurements, and the 
familiar linear system (inches) for all paper and page sizes. 

The point system is as follows: 


12 points equal 1 pica. 

72 points equal I inch. 

1 inch equals 6 picas. 

I 12-point em equals 1 pica. 

I em equals the square of the type body of any size. 
I agate line equals 5¥2 points. 


Examine the comparison scale in Figure 53. We have combined the 
printers’ line gauge (with its picas and 6-point divisions) with the 
linear scale (inches and fractions of an inch) so we can see how one 
compares with the other. 

Note on the comparison scale that 18 picas are, to all practical 
purposes, 3 inches. Likewise, 6 inches are 36 picas, and 29 picas are 
about 4 1%46 inches. 

Point sizes of type, Figure 54, are shown in sizes from 6 point through 
144 point. This illustration presents comparative sizes of type faces, 
which can be helpful in determining what sizes to use in making layouts. 

Figure 52 presents most of the sizes of rules which print lines and 
borders. This comparison of lines from % point through 30 point can 
be helpful in the selection of the better thickness of rules when laying out. 


SEED Cae eee 
4 
V2 
ie Eee 
1 6 
Vy RAGES OSs 


Fig. 52. 
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ere) 
cE: 
24 


pole? 
4 


72 


Fig. 53. Compari- Fig. 54. One series of 
son scale of picas type, running from 6 point 
in inches. to 144 point. 
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29. Tracing of Display Letters. Al] layout men are required, at times, 
to trace display type on comprehensive layouts. Figures 55-71 present 
alphabets of almost all type styles to be traced on thin, transparent 
paper. Outline the characters first, and then fill in centers of lines. 


ABCDE TFG 
HIFELHAN 
OBPRKST 
QW dax BF 
abedefqhyklinn 
opgrstubwxy3 
1234567890 


Fig. 55. Cloister Black (Blackletter). 
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ABCDEFG@ 
HU KLMN 


VV XYe 
abcdef ghijk 


Imnopaqrstu 
vwxyz1234 


ABCDEFG 
HIJKLMN 
OPQRSTU 
VWXYZ 

abedefehijkl 


mnoparstuv 
Wie 12345 


Fig. 58. Caslon (Old Style). 


ABCDEFG 
FLJIRKL MN 


OPORSTU 


VWXYZ 
abedefehijk 


Imnopqrst 


UVWXYZ. 123 


Fig. 59. Bodoni (Modern) 


ABCDEFG 
HIJKLMN 


ABCDEFG 

HIJKLMN 

OPQRSTU 
VWXYZ 


abcdefghijk] 


mnopqrstuv 


wxyZlZd4o 


Fig. 61. Baskerville (Transitional). 


ABCDEFG 

HIJKUMN 

OPQRSTU 
VWXYZ 


abedefghijk 
Imnoparstu 
VWXYZ lao 


Fig. 63. Century Expanded (Twentieth Century) 


abcdefghijk 
Imnoparstu 
VWXYZ 1234 


Fig. 64. Century Old Style (Twentieth Century). 


Be DERG 
FIUKLMN 


BOPORS TZ 
eV WKY 
alocdetgnijk 
MNOPOIStU - 
vwxyzl934 


Sans 


abcdefzghijk 
Imnoparstu 
vwxyz123 


AR DEF 
GHIFKLAG 
NOPORST 
UVOXYS 


abcde efoh iklmn 
IpGr SUVXVZ 


$1234507890 


ABCDEFG 
HIJKLMN 
OPQRSTU 
VWXYZ12 
abcdeighij 
klmnopar 
stuvVWxXYZ 


-ABCDEFG 

HIJKLMN 

OPORSTU 
wx YZ 


abedef chijkl 


mnopaqrstuv 


Fig. 71. Cloister (Venetian). 
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31. Correct Leading. Some type faces, used in regular paragraphs and 
also small paragraphs in advertisements, require /eading (extra space 
between lines) — and some type faces do not require leading, depending 
upon the design on the point size. Those type faces requiring leading 
have short descenders; that is, on the lowercase letters g, 7, p, g, and y. 
Figures 74-77 show various type faces, with either the long or the short 
descenders, and one can see how leading makes the fonts having short 
descenders more readable. Some type faces used in book work have 


The type face used in this paragraph has very long 
descenders. Therefore, because it appears to have more 
space between lines, it needs little leading. This type 
face is set in 14 point Monotype Caslon Oldstyle 337. 


SET SOLID 
The type face used in this paragraph has very long 
descenders. Therefore, because it appears to have more 
space between lines, it needs little leading. This type 
face is set in 14 point Monotype Caslon Oldstyle 337. 
SET 1 POINT LEADED 


The type face used in this paragraph has very long 
descenders. Therefore, because it appears to have more 
space between lines, it needs little leading. This type 
face is set in 14 point Monotype Caslon Oldstyle 337. 

SET 2 POINT LEADED 

The type face used in this paragraph has very long 
descenders. Therefore, because it appears to have more 
space between lines, it needs little leading. This type 
face is set in 14 point Monotype Caslon Oldstyle 337. 

SET 3 POINT LEADED 
Fig. 74. 
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The type face used in this paragraph has very 
short descenders. To make this paragraph more 
readable, it should be well leaded. This type face 
is Monotype English Caslon 37, set in 14 point. 

SET SOLID 


The type face used in this paragraph has very 
short descenders. To make this paragraph more 
readable, it should be well leaded. This type face 
is Monotype English Caslon 37, set in 14 point. 

SET 2 POINT LEADED 


The type face used in this paragraph has very 
short descenders. To make this paragraph more 
readable, it should be well leaded. This type face 
is Monotype English Caslon 37, set in 14 point. 

SET 3 POINT LEADED 


The type face used in this paragraph has very 
short descenders. To make this paragraph more 
readable, it should be well leaded. This type face 


is Monotype English Caslon 37, set in 14 point. 
SET 4 POINT LEADED 


The type face used in this paragraph has very 
short descenders. To make this paragraph more 
readable, it should be well leaded. This type face 


is Monotype English Caslon 37, set in 14 point. 
SET 6 POINT LEADED 


Fig. 75. 
79 


Flat-serifed type faces generally look better 
when leaded, rather than set solid, especially 
the bold face versions like the Stymies 
and others of the Square Serif Family of faces. 

SET SOLID 


Flat-serifed type faces generally look better 
when leaded, rather than set solid, especially 
the bold face versions like the Stymies 
and others of the Square Serif Family of faces. 

SET 2 POINT LEADED 


Flat-serifed type faces generally look better 
when leaded, rather than set solid, especially 
the bold face versions like the Stymies 
and others of the Square Serif Family of faces. 

SET 3 POINT LEADED 


Flat-serifed type faces generally look better 
when leaded, rather than set solid, especially 
the bold face versions like the Stymies 


and others of the Square Serif Family of faces. 
SET 4 POINT LEADED 


Flat-serited type faces generally look better 
when leaded, rather than set solid, especially 
the bold face versions like the Stymies 


and others of the Square Serif Family of faces. 
SET 6 POINT LEADED 


Fig. 76. 
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CAPITAL LINES SHOULD HAVE PLENTY OF 
LEADING BETWEEN LINES TO MAKE THEM 
READABLE. CAP LINES, NOT AS READABLE 
AS LOWERCASE, ARE USED VERY SELDOM. 


SET SOLID 


CAPITAL LINES SHOULD HAVE PLENTY OF 
LEADING BETWEEN LINES TO MAKE THEM 
READABLE. CAP LINES, NOT AS READABLE 
AS LOWERCASE, ARE USED VERY SELDOM. 


SET 4 POINT LEADED 


CAPITAL LINES SHOULD HAVE PLENTY OF 
LEADING BETWEEN LINES TO MAKE THEM 
READABLE. CAP LINES, NOT AS READABLE 
AS LOWERCASE, ARE USED VERY SELDOM. 


SET 6 POINT LEADED 


CAPITAL LINES SHOULD HAVE PLENTY OF 
LEADING BETWEEN LINES TO MAKE THEM 
READABLE. CAP LINES, NOT AS READABLE 
AS LOWERCASE, ARE USED VERY SELDOM. 


SET 12 POINT LEADED 


Fig. 77. 
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alternate characters with long descenders (examples: Linotype Caledonia, 
Garamond No. 3, Intertype Waverly, and others) which necessitate 
casting them, when the alternate long descending characters are used, on 
a slug usually a point or more larger than the point size of the type font. 

32. Corrected Spacing of Capital Letters. By the nature of their design, 
certain cap letters require to be cut into each other, as when the letters 
A and V come together in the same word. If not cut in to fit, the letters 
can be letterspaced so that the characters appear to be well fitted, as 
shown in Figure 78. 


AVALON SALES 


NORMAL SPACING 


AVALON SALES 


LETTERSPACED TO CORRECT UNEVEN APPEARANCE 


AVALON SALES 


A, V AND SECOND A CUT IN TO FIT 
Fig. 78. 


33. How to Lay Out for Lists. When the copy calls for items in list 
form, it is better to align each, rather than center each line, as shown in 
Figure 79. This makes for readability. 


Lists In Alignment 
Easier to Read 

. Relief Printing 

. Offset-Lithography 
. Gravure 

Silk Screen 

. Photogelatin 


Lists Not Aligned 
Hard to Read 


1. Relief Printing 
2. Offset-Lithography 


— 


3. Gravure 
4. Silk Screen 
5. Photogelatin 
6. Papermaking . Papermaking 
7. Photo-Engraving . Photo-Engraving 
8. Electrotyping . Electrotyping 


g. Estimating . Estimating 


2 
3 
4. 
5 
6 
7 
8 
9 
O 


10. Cost Accounting 


. Cost Accounting 
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34. How Long Should a Type Line Be? Narrow measures cause con- 
siderable difficulties in word spacing. Some of the spaces between the 
words will invariably be much too wide to make the copy easy to read. 
When the narrow width must be used because of the nature of the 
layout, it is better to either align the work at the right or the left, rather 
than to try to square up the copy, as illustrated below: 


It is difficult to It would be better 
get good word to set narrow 
Spacing in narrow measures flush 
measures like this. left or right. 


Widths of lines are too long when the reader is discouraged because he 
cannot find his place when he starts to read the next line. If you must 
use wide measures, then lead out the lines, as illustrated below: 


Lines are too long when the reader has difficulty in finding his place when completing 
one line and trying to start to read the next line. This is a typical example of a line 
which is set too long, making it very difficult for the reader to read with ease. Such 
lines should be set in two or more columns in more narrow widths of lines. 


Here is the same long measure set with sufficient leading, or space, between the lines, 
which make it much easier to read. When such lines must be set, make sure that enough 


leading is used. This paragraph has six point type and six point leading between lines. 


Here is a good rule to follow: Starting with 10 point, set 20 picas wide 
with 2 points of leading as a base, add 1 point of leading for each 4 
picas added to the width of the line. 


Rule of the Alphabet and One Half. Set an alphabet and one half of 
the type you plan to use, like this: 


abcdefghijklmnopqrstuvwxyzabcdefghijklm 


Now measure this width. Most authorities say that this is a good width 
to use. 


Rule of Two Alphabets. For general book work, some authorities 
accept two alphabets as the better length of line. 


Rule of Doubling the Point Size. If set in 10 point, set the line 20 
picas wide; if 8 point, set it 16 picas wide, etc., if set solid. 
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35. Spacing of Words. Figure 80 shows that narrow characters require 
narrow spacing between words, and that wide letters require wide 
spacing to make them readable. Script letters require corrected spacing, 
or different widths of spaces between words, so that the words appear 
to be the same distance apart. 


Thick Letters Need Thick Spacing 


EN QUADS BETWEEN WORDS 


Thin Letters Need Thin Spacing 
_ 4 EM SPACES BETWEEN WORDS 


Thinner Letters Take Thinner Spacing 


4 EM SPACES BETWEEN WORDS 


Wide Faces Take Wide Spacing 
EN QUADS BETWEEN WORDS 


WIDE LETTERS TAKE WIDE SPACING 
TWO 3 EM SPACES BETWEEN WORDS 


Normal Letters Take Normal Spacing 
3 EM SPACES BETWEEN WORDS 


Consider White Areas When Spacing 


SPACED WITH 3-EM SPACES 


Consider White AreasWhen Spacing 


SPACED CORRECTLY 
No space between r and W, 3 points between e and A, no space between s and W, 
3 points between n and S. 


Fig. 80. 
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36. How to Indicate Lines of Type on Layouts. To indicate lines of 
small type on layouts, determine the leading between lines, and then 
indicate by drawing lines the height of the lowercase letters. Examples 
are shown in Figure 81 for various leadings, thin and solid lines. For 
cap lines, indicate by making ruled lines the height of the characters. 


mimerty pe face sed in this parasr= 
Beeeendcns, | heretore, because it 4p, 
space between lines, it needs little 
face is set in 14 point Monotype Ca————————"__ 


SET SOLID 


The type face used in this paragr 
descenders. Therefore, because it af, 
space between lines, it needs little 
face is set in 14 point Monotype Ca 

SET 2 POINT LEADED 


The type face used in this para? Tt se 
descenders. Therefore, because it 2), em 
space between lines, it needs littl St 
face is set in 14 point Monotype C2 Ste 

SET 4 POINT LEADED 


CAPITAL LINES SHOULD HA 
LEADING BETWEEN LINES T¢ 
READABLE. CAP LINES, NOT 
AS LOWERCASE, ARE USED * 


SET 12 POINT LEADED 


Fig. 81. 
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cnapter 4 Atow lo Copyfit 


38. How to Copyfit Paragraph Matter. One of the most important 
duties of the layout man is to copyfit manuscript to type. If copyfitting 
is not correctly done, type matter may have to be reset, and resetting 
increases the cost of printing and delays production. 

Some type founders and matrix makers give alphabetical lengths in 
their type-face specimen books, and characters per pica in copyfitting 
manuals. Because many who will use this book cannot secure such 
literature, this chapter presents characters per pica for almost all of the 
Intertype, Linotype, and Monotype machine-set faces (Tables III-V). 

These tables consider type set from 6 point through 12 point. Another 
system for copyfitting larger type faces is provided in this chapter (see 
Unit 44). 

How to Use the Characters Per Pica Table. In copyfitting, we must 
know first how many characters we have in the copy to be set in type. 
By characters we mean the letters, figures, and spaces, too. For this 
reason, the copy must be typewritten, so that characters are easy to count. 

Scales for counting typewriter characters are available, or can be made 
easily, as illustrated in Figure 84. Most typewriters are “pica,” having 
10 characters to the inch, or “elite,” having 12 characters to the inch. 
Therefore, it is necessary to know, when using scales for measuring the 
typewritten copy, whether it is elite or pica. 


12345678901234567890123456789012345678901¢ s® 
nN 10 20 30 40 OE 
:8 os or of 0z 01 Y 
2* O68L9GPESTOESLOSPLSTO68LIGPHESTOGESLISGPESTO68L9GPSST 


Fig. 84, 

The characters typed on the opposite page are in the pica size. 
With a ruler, counting 10 characters to the inch, it is easy to measure. 
We have an average of 40 characters and spaces per line: 40 char- 
acters X 11 lines = 440 characters in the copy. 

Problem: 

How many lines of 12-point Intertype Baskerville with italics and 

small caps will this copy make if set 23 picas wide? 
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John Baskerville was the first to calen- 
der his paper and print on, not into, 
the sheet. His ink was intensely black. 
He left an abundance of white space around 
his type page, and leaded his lines gen- 
erously, though with more restraint than 
Bodoni was to show. He did not use orna- 
mentation, and achieved his dignified, 
"learned" effects simply by suitable ar- 
rangement of sizes. Capitals, especially 


on title pages, usually were letterspaced,. 


Solution: 


Table IV, page 98, tells us that 2.33 characters per pica are listed for 
this type face. 

So, 2.33 characters per pica X 23 picas = 53.59 characters in 23 picas 
in 12-point Baskerville. 

And, 440 characters in the copy + 53.59 = 8 lines. Now see the type, 
as specified, set below for proof of the copyfitting. 


John Baskerville was the first to calender his paper 
and print on, not into, the sheet. His ink was intensely 
black. He left an abundance of white space around his 
type page, and leaded his lines generously, though with 
more restraint than Bodoni was to show. He did not use 
ornamentation, and achieved his dignified, “learned”’ 
effects simply by suitable arrangements of sizes. Capi- 
tals, especially on title pages, usually were letterspaced. 
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39. How to Typewrite Copy Line for Line With a Given Type Face. 
When one knows both the type face to be used and the column measure 
for a proposed job, before the copy is typewritten, the typewritten copy 
can be done line for line with the proposed type face. 

One needs only to have the type face in mind, and the measure, and 
from the characters-per-pica tables, determine how many characters of 
the type will fit in a line. Then the typewriter is so adjusted. 

Figure 85 shows the typewritten copy, and Figure 86 shows the 
resultant page as set. Note that it “comes out” line for line. 


Chapter 1 


How to Understand Printing Processes 


PRINTING, or the laying of ink on paper for a variety of purposes is- 
accomplished through several different processes. Most of the printing 
done today is one of three major processes: letterpress, offset-lithog- 
raphy, or gravure. Three other minor processes in use are copperplate 
engraving, collotype, and silk screen. Each of these processes is ex- 
plained briefly in the following paragraphs. 
Unit 1. "Relief" Printing: Letterpress 

Letterpress printing is 500 years old, being first done in a practi- 
cal manner by Johann Gutenberg, in Germany, about the year 150. 

Letterpress printing is done from a relief surface, cast, cut or 
etched from metal and other substances. The surface of the type or 


illustration plate extends above the body of the type or plate. When 


coated with a pasty substance called printer's ink, and pressed 


against paper, "printing" results. 

Kinds of Work Done by Letterpress. Typical examples of letterpress 
printing used in everyday life are the newspaper, school textbook, 
theater tickets, and most letterheads and envelopes. This process in 
printing is generally used for the following kinds of work: 

1. Jobs not illustrated, but printed in type, in quantities from 100 
to 25,000. 

2. Jobs needed in a hurry. 

3. Jobs requiring fine detail in illustrations, 

i. Jobs requiring the blackest impréssion from type, and a good, 
even, black color throughout the entire piece of printing. 


wh 


Fig. 85. 
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CHAPTER 1 


How to Understand Printing Processes 


PRINTING, or the laying of ink on paper for a variety of purposes is 
accomplished through several different processes. Most of the printing 
‘done today is one of three major processes: letterpress, offset-lithogra- 
phy, or gravure. Three other minor processes in use are copperplate en- 
graving, collotype, and silk screen. Each of these processes is explained 
briefly in the following paragraphs. 


Unit 1. ‘’Relief’’ Printing: Letterpress 


Letterpress printing is 500 years old, being first done in a practical 
manner by Johann Gutenberg, in Germany, about the year 1450. 

Letterpress printing is done from a relief surface, cast, cut or etched 
from metal and other substances. The surface of the type or illustration 
plate extends above the body of the type or plate. When coated with a 
pasty substance called printer’s ink, and pressed: against paper, “print- 
ing”’ results. 

Kinds of Work Done by Letterpress. Typical examples of letterpress 
printing used in everyday life are the newspaper, school textbook, thea- 
ter tickets, and most letterheads and envelopes. This process in printing 
is generally used for the following kinds of work: 

1. Jobs not illustrated, but printed in type, in quantities from 100 to 
25,000. 

2. Jobs needed in a hurvy. 

3. Jobs requiring fine detail in illustrations. 

4. Jobs requiring the blackest impression from type, and a good, 
even, black color through the entire piece of printing. 


1 


Fig. 86. 


This copyfitting procedure is also recommended when one must 
determine the number of pages a given type face will take, with a 
predetermined width of line and leading, or space between lines, on 
a large manuscript. It is not necessary for one to measure such a manu- 
script page for page. Merely figure the first few pages of the entire 
manuscript by this method and, if the typing is uniform, a sufficiently 
good estimate can be made for the remaining pages. 

Examine the copy carefully and note if any adjustments should be 
made on any line having a preponderance of small “points,” that is, 
having any periods or commas. 

Note that a type face like Baskerville and Garamond, in the same 
point sizes, do not necessarily make the same amount of copy area 
for Linotype, Intertype, and Monotype. One should know in advance 
what matrices will be used, because they do not all take the same 
space. Whether an Intertype or a Linotype is used is tfnimportant in type- 
casting, but the matrices used is of primary importance. Linotype matrices 
can be used on Intertypes, and the reverse is also true. 
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40. Factors for Figuring Ems Per Page. It is unnecessary for one to 
figure at great length to determine the number of ems in any given 
page of type matter. Such figuring is necessary for finding the time 
probably needed for setting a job in type, and for pricing. Factors are 
provided below which simplify the procedure. 


Problem: 

A page of type is 25 picas wide and 40 picas deep. How many 12-point 
ems does it contain? 

1 pica = 12 points. 

25 picas X 40 picas = 1000 ems of 12-point size. 
Factors for other point sizes: 


Multiply the 
Multiply the 
Multiply the 


of 12-point ems by 1.44 for 10 point. 
of 12-point ems by 1.78 for 9 point. 

of 12-point ems by 2.25 for 8 point. 
Multiply the number of 12-point ems by 2.94 for 7 point. 
Multiply the number of 12-point ems by 4 for 6 point. 

(The above factors are carried to only two places for simplicity.) 


number 
number 
number 


Problem: 
A page is 25 x 40 picas. How many 10-point ems does it contain? 
First find the number of 12-point ems: 25 X 40 = 1000. 
1000 12-point ems X the factor 1.44 = 1440 10-point ems. 


How to Find the Leading Between Lines Printed. 

The layout man must often examine a piece of printing and find not 
only the type size, but the leading or space used between lines. An easy 
way to tell point size is by comparison with a known sample. In this com- 
parison, it must be remembered to measure or compare the size from 
the top of the ascender to the bottom of the descender. 

After the size of the type has been determined, the leading or space 
between lines can be found by this method: 

Divide 72 by the number of lines found in 6 picas (when in doubt 
about the number of lines, count the number of lines in 12 or 18 picas 
and figure what would then be in 6 picas). 


TABLE I. Leading Between Lines 


Slug Body* 
Size 

If 13 lines in 6 picas,** 72 divided by 13 equals 5% point 
If 12 lines in 6 picas, 72 divided by 12 equals 6 point 
If 10 lines in 6 picas, 72 divided by 10 equals 7 ‘point 
If 9 lines in 6 picas, 72 divided by 9 — equals 8 point 
If 8 lines in 6 picas, 72 divided by 8 equals 9 point 
If 7/4 lines in 6 picas,** 72 divided by 7% equals 10 _ point 
If 6% lines in 6 picas, 72 divided by 6% equals 11 _ point 
If 6 lines in 6 picas, 72 divided by 6 equals 12 _ point 
If 5% lines in 6 picas, 72 divided by 5% equals 13 _ point 
If 4% lines in 6 picas,** 72 divided by 4% equals 16 point 
If 4 lines in 6 picas, 72 divided by 4 equals 18 point 


* Slug body size is point size of type plus leading, or space between lines. 


** Approximately. 
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A quick way to find the size of type, including leading, is to measure 
12 lines of the specimen with a pica gauge. The number of picas will 
equal the point size. For example, if 12 lines measure 6 picas, the slug 
size is 6 point. 

41. How to Find the Character Count Per Pica. 1. Assume that the 
lowercase alphabet has 28% characters. This assumption is necessary 
because thinner characters of the alphabet occur more frequently than 
the thicker characters. 

2. Divide the alphabet length in points for any type face into 342 to find 
the characters per pica—28Y, characters with an average width of one 
pica would be 284% X 12 points per character, or 342 points. Thus the 
alphabet length of 171 points equals two characters per pica. Alphabet 
lengths of all type faces (if not in this book) can be learned from specimen 
books, usually furnished by manufacturers of type and matrices. 

3. Assume that the capital alphabet has 27'/, characters. Use the num- 
ber 330 as a basis for figuring characters per pica for all cap alphabets. 


TABLE II. Ems Per Line in Various Measures by Point Sizes of Type 
Picas 

wide 6pt. 7 pt. Spt. Opt. 10 pt. 11 pt. 12 pt. 14 pt. 18 pt. 24 pt. 30 pt. 36 pt. 
ee er 0 13,570 12.0 -10.9° 10.0 8.6 26:7 915.074.0. 33 
meer 15.9: 165 314.7 .-13.2.°120 110 9.4. 373 (55° 44. .3.7 
12 24.0 206 18.0 16.0 144 13.1 12.0 103 80 60 4.8 4.0 
meet) wer 5 19298 117.3.) 015.6 14.2)..13.0°: 181-7 8.7. 2.65: 5.2 0°43 
fee 24.0. 210° 618.7 16.8 153-140 12.0 §93.°°7.0 5.6 > °4.7 
fomemsce 25.7- 22.5 §20.0 18.0) 16.4. 15:0 129 .10.0:°75° 60° 5.0 
seen? /.4 24.0) 21:3 19.2 17.5. 16.0 13.7 10.7°°8.0-° 6.4" 53 
emery 29.1 25.5, 522.7. 20.4 185° 17,0 14.6793 85. 6.8 5.7 
Peo. 50.9 27.0 24.0 21.6 196° 18.0 15.4 120 9.0 72° 6.0 
ees) .6 28.9, 125.5 922.0 20.70 19.0 163.127 995 76° 63 
peer 354.5. 30.0 26.7 24.0 21.8 .20,.0 17.1 -133 10.0 8.0% -6.7 
eet 0 30.0 31.5 28:0 -25.2 22:9 21:0 18.0 140 105° 8.4. 7.0 
ements 03 /./5 95.0.. 29.3.. 26.4 240-220 18.9- 14.7 11.0% 8.8-* 7.3 
eet) .4 34:5 230.7 ..27.6 +25. 23.0. 19:7 153) 115 922 7.7 
ee 460 41.1 36.0 32.0 28.8 262 24.0 20.6 16.0 12.0 9.6 - 8.0 
meme a2 9537.5" 33.3 30.0 27.3250 21.4 16.7°.12.5 110.0 = 8.3 
poe.) 644.6 39.0 934.7. 31.2 28.4°°260 223 17.3 13.0 104.~ 8.7 
pees) 46.5) 40.5. -36.0.,32.4. 295 (27.0 °°23:1. 18.0 135 -10.8 9.0 
See. 46.0 42.0 37.3 33.6 30.5) 28.0 24.0 18.7140 112.°93 
oes.) 49-7.. 43,5 38:7 34.8 .31.6 29.0 24.9 193 145 °116- 9.7 
meero.0) 51.4 45.0 40.0 36.0 32.7. 30.0 25:7 20.0 15.0 12.0 -10.0 


42. How to Use Table I. 

How many 9-point ems are there in a line 17 picas wide? 

Run the eye down the left-hand column, Picas Wide, to line 17. 

Now run the finger over on that line to the figure directly under 
9 point. 

Note there are 22.7 9-point ems in a line 17 picas wide. 
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Fig. 87. Type line spacers. 
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43. How to Designate Type Lines. 


Aids for laying out printed matter, especially for booklets and for 
other work including blocks of type matter, are the type line spacers 
shown in Figure 87. 

Lines are shown in point divisions of 54, 6, 7, 8, 9, 10, 11, 12, 14, 16, 
18, 20, and 22. ‘el 

Care must be taken in planning leaded lines, that is, lines with space 
between them, such as 8 on 10 point, 11 on 13 point, etc. 

44. How to Copyfit Sizes Larger Than 12 Point. For display sizes of 
type we must have a specimen sheet of the type faces in the shop. Many 
shops print their own, using every character in the font; others purchase 
the specimen sheets from type founders. 


Problem: 


Will the line of caps—the word “Franklin” — fit in 24-point Caslon 
in 12 picas? 


Caslon O.S. English 37 


24 point 


ABCD 
WXYZ 


abcdetghykImnopqrstuvwxyz 


24 point 


ABCDEFGHI 


abcdefghijkImnopqrstuvwxyz 


Fig. 88. 
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Caslon O.S. English 37 


24 point 
ABCDFEC HI Iv t RANT DANE 


WXYZ 
abcdefel 


Fig. 89. 


Solution: 

First, we secure pencil, specimen of the type face, and a small strip 
of paper. Using the papers we measure off the width of the cap F, and 
draw a line, as shown in Figure 88, a. Then we proceed with each letter 
of the copy (Fig. 88, 5), and finally but quickly determine that the word 
will fit in the necessary number of picas of width. 

In Figure 89 it has just been determined what space is taken by the 
last letter, the cap N. The strip of paper is then laid down upon a 
printer’s line gauge and measured, as shown in Figure 90, a. Note that 
the line of caps will be slightly short of 12 picas. With corrected letter- 
spacing, the line will fit into the measure wanted —beyond any doubt. 
Figure 90, 4, shows the line of type, correctly letterspaced to fill the 
measure of 12 picas. 
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This method, when used on all display lines of layouts, will insure 
that no errors will be made and prevent the compositor from resetting 
any of the lines, saving time and expense in composition. 

45. Scaling Artwork. Figure 91 shows how reductions can be deter- 
mined (as when width or height is to be found) by using the diagonal- 
line method. Width or height can be found by simply measuring from 
diagonal-line intersection of vertical or horizontal line. 


Fig. 91. 


46. Characters Per Pica. 


TABLE III. Linotype Characters Per Pica 


Point sizes 

Name of type face Opt. 7pt. Spt. Opt. 10 pt. 1 pt. 12 pe. 
Antique No. 1 with Italic oat 2.73) 2.59.4-2,4 2.1 
Baskerville with Italic & SC 3.6 | 3.45 | 3.15 |}2.9 | 2.6 | 2.45 | 2.3 
Baskerville with Bold 3.4. 3.1 . || 2.85.1 2.551 2.4 
Bell Gothic Two-Letter 42 3.69.13.) 
Benedictine Book with Italic& SC {3.8 |3.4 |3.05/}2.8 | 2.5 | 2.32 | 2.15 
Bodoni with Italic & SC 3.9 |3.4 | 3.05 2551289 
Bodoni Bold with Italic 3252.13.25 | 2.85 255 242 22 
Bodoni Book with Italic & SC 53.95.1352; | 3.224295 aa 2.47 
Bookman with Italic & SC 3.5° 3.27.1 3.05 1 2:82'°-2550 237 
Caledonia with Italic & SC $355 3.05 12.851 2.6. | 2.425 
Caledonia with Bold Bye 3.05 | 2.85 | 2.6 | 2.42 | 2.3 
Caslon with Italic & SC 3.45 3:1- 1.2.95 | 2.72)) 242 ae 
Caslon No. 2 with Italic & SC 3.85 3.25 2.65} 245 fess 
Caslon No. 3 with Italic & SC 3.622) 335 203i bo tee eae 2.1 
Caslon No. 137 with Italic & SC 3.6.+| 3.22°)2,.9% 12.6 |? 4a 
Caslon Old Face with Italic & SC 4.15 3.0 SLES 3 Set Daye 
Century Bold with Italic Tat 230 2.1 


Century Expanded with Italic & SC [3.45 |3.1 | 2.85 | 2.62 |2.4 |2.3 | 2.15 
Century Expanded with Cent. Bold | 3.45 | 3.05 | 2.85 | 2.55 | 2.4 | 2.27 | 2.12 


Century Exp. with Cheltenham Bold) 3.32 Ltd 23 ZA2 
Cheltenham with Italic & SC 3.42°13.121292:1 7.67 ee 
Cheltenham Bold with Italic 3.3 2.8 23. | 227s 
Cheltenham Bold Cond. with Italic | 4.15 3.42 2.97 Lz 
Chelt. Cond. with Chelt. Bold Cond. 3.42 2.87 meee 
Cheltenham Wide with Chelt. Bold | 3.3 2.92 2 2.25 
Cloister with Italic & SC 4.0 3.4 3.03:°:|. 2.9 nie 
Cloister Bold with Italic 3.6 3.03 2.67 2.45 3 
Cloister Wide with Bold 3.6 3.03 2.67 2.45 
Corona with Boldface No. 2 2.85 2.45 

DeVinne with Italic & SC 35 3.07 |2.87: | 2.57.1 2.32 teens 
DeVinne with Antique No. 3 creP) 2.92 | 2.8:)| 2.9 12:5 ae 
Electra with Italic & SC 3.5. | 3.2) °1.2:8751.2:7 +) 7 Seen 
Electra with Bold 3.2. | 2.874.277 | 25a 
Electra with Cursive & SC 3.2, | 2.87 | 2.67 | 2470p 
Erbar Light Cond. with Bold Cond. a0 3.4 ae 
Estienne with Italic & SC 3.32 3.92 2.65 
Excelsior with Italic & SC 3.42) 12.85: 12.67. | 2.551 2.52 | 93a 
Excelsior with Boldface No. 2 3.12 | 2,85°| 2.67212,99. 1252.19.39 eee 
Excelsior with Gothic No. 3 3222289 52.67, 

Excelsior with Memphis Bold 3.12 °| 2.85 || 2.67 12:52:24 23 ae 
Fairfield with Italic & SC Soy 3.15 | :2.955:2.75 | 2572 ee 
Garamond with Italic & SC 4.0 3.413.057. 2.756) 25a 
Garamond Bold with Italic ao jel jai 2.05 


Garamond No. 3 with Italic & SC 3.7. 13.45.1732 13.0 12.85 127) ee 
Garamd. Bold No. 3 with Italic & SC] 3.45 |3.2 {3.0 12.7 12.6 12.4 12.3 
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TABLE III. Linotype Characters Per Pica (cont.) 


Point sizes 

Name of type face 6pt. 7 pt. Spt. IMpt. 10 pt. 11 pt. 12 pt. 
Gothic No. 13 with Chelt. Bold Cond. 3.25 2.85 2.45 
Gothic No. 16 BAS 1.95 
Gothic No. 16 with Chelt. Bold 2.55 2AS 2.0 
Gothic No. 16 with Title No. 4 Pps) DD 1.95 
Gothic No. 38 | 23 2.0 
Gothic Condensed No. I 3.32 LT IAL a 2 
Gothic Condensed No. 2 4.35 4.15 3.7 3.4 
Granjon with Italic & SC 3.9) 335° SI F287) (2.673¢ 2:45 
Granjon with Bold 3.95 B50 Sli 2eo7 112.07 ae es 
Ionic No.5 with Italic & SC YAN pat be | PAT se git WAP So 8 Pe $3 2.15 
Ionic No. 5 with Boldface No. 2 S205) 29> [2.000 24s eo) aAS 
Memphis Light with Italic & SC Stay) 3.2 2.5 fa 
Memphis Light with Bold 3.37 Aa Ab ia pe 2.1 
Memphis Medium with Italic & SC | 3.37 spi lo Pare ieee, 2.07 
Memphis Medium with Bold 337 Wd 2 2.07 
Mem. Med. Cond. with Ex. B. Cond. 2.95 2.5 
Memphis Bold with Italic 3.37 3.17)).2.77'| 2.9 2.1 
Memphis Extrabold with Italic ont 2.1 1.75 
Memphis Ex. B. with Gothic No. 16 a4 ray 1.8 
Mem. Ex. B. Cond. with Gothic No. 13 3.3 2.85 22 
Metroblack No. 2 with Italic 3.42 3.05 2.45 2.12 
Metroblack No. 2 with Metrolite No.2 | 3.42 Sil 2.45 2.12 
Metrolite No. 2 with Italic a2 3.1 2.5 241 
Metrolite No. 2 with Metroblack No. 2| 3.52 3.1 2.45 2A2 
Metromedium No. 2 with Italic 3775 3235 2D 2.35 
Metromed. No.2 with Metrothin No.2) 3.75 3.4 2.8 2.37 
No. 1 with Italic & SC 525) 5,120 2.9 aa lo2 Obed oe 2.3 7 eles 
No. 16 with Italic & SC SAPS 2874 26272458023 2.0 
No. 16 with Century Bold Semet2i9D 2004 Fei ada ee.o) 
No. 21 with Italic & SC O20 3.19 5 4 29826) Ae 25 


Old Style No. 1 with Italic & SC Be 5.2741 /3.02 122850102 .09. 12.90 ees 
Old Style No. 1 with Antique No.1 | 3.52 | 3.27 | 2.9 | 2.65 | 2.45 | 2.35 | 2.15 


Old Style No. 1 with Chelt. Bold a 2.95 2.45 222 
Old Style No. 1 with Title No. 1 3.4 3.0 2.55 

Old Style No. 3 with Italic & SC 3.6 Bao 2.8 2.4 
Old Style No. 7 with Italic & SC BB 23 421/3.20| SO me 2i/2 2 unt 235 
Opticon with Italic & SC SHH PACE Gate 23709025 
Opticon with Boldface No. 2 BME 2.82512 .O a aaltans A tie coeieal & 
Opticon with Gothic No. 16 3.1 

Opticon with Memphis Bold 2.8 | 2.6 2.37 27 
Original Old Style with Italic & SC | 3.62 3.05 237, 2.37 
Pabst Extrabold with Italic 2.05 1.72 
Pabst Extrabold Cond. with Italic 2337. 2.02 
Paragon with Italic & SC Slee) 2.8 = | 2.Or nea sal 2055 

Paragon with Paragon Bold S125 2 Bee 26247 bo 

Poster Bodoni with Italic 2.35 2.05 1.75 
Scotch with Italic & SC yey] 3.05 237 WP 22 
Scotch No. 2 with Italic & SC S22 2D 7 ie 42a 2 


TABLE III. Linotype Characters Per Pica (cont.) 


Point sizes 
Name of type face 6pt. 7pt. Spt. Opt. 10 pt. 11 pt. 12 pt. 
Spartan Light with Medium 3.62 3:22:| 3:2. 42.87 2.45 
Spartan Medium with Italic 3.6 322s eae 2.45 
Spartan Medium with Heavy 3.6 3.35 2.57 Pi 
Spartan Heavy with Italic 3.6 335i 2aree eee, ZS 
Spartan Black Cond. with Italic 2.85 Ald 
Spartan Black with Italic Bi22 3:02. )2.63702.4 2.02 
Textype with Italic & SC 3:25. 13.05. | 2.92.1 :2.701:2.9, 0203 
Textype Bold with Italic 3.22 | 3.02 | 2.87 | 2.62 | 2.45 | 2.31 
Textype with Boldface No. 2 F253 05912 Oe ates 7 ae ee Lea 
TABLE IV. Intertype Characters Per Pica 
Point sizes 
Name of type face 6pt. 7 pt. Spt. Ipt. 10 pt. 11 pt. 12 pt. 
Alternate Gothic No. 1 3.8 3:29 
Antique No. | with Italic 352) 32528 ZAz 2.08 
Antique No. | with Cheltonian Bold| 3.48 2.84 2.48 2.1 
Baskerville with Italic & SC 3.92 3.2. |:3.05 1:2,78') 2.63 eeeae 
Baskerville with Bold 3.84 3,13’ | 3.02 °}:2.73 | 258he eee 
Beton Medium with Italic & SC 3.48 2.65 2.14 
Beton Medium with Bold 3.48 | 2.97 | 2.65 | 2.35 | 2.12 
Beton Extrabold with Oblique 234. 1.99 1.67 
Beton Wide and Beton Extrabold 2.42 2.04 1.69 
Bodoni with Italic & SC 4.19 3.13 2:59 2:35 
Bodoni Book with Italic & SC 4.21 3432 2.78 25 
Bodoni Bold with Italic & SC 3.75 287, 2.44 2.47 
Bodoni Modern with Italic 2.42 105 55 
Book face with Italic & SC 3.67 | 3.41 | 3.1 | 2.89 | 2.59): 2:36Giegaee 
Cairo with Italic & SC 3.56 3.02 2.54 2.06 
Cairo Medium with Italic & SC 3.56 Sli 25/7, 2.07 
Cairo Medium with Heavy 3.52 227 2.45 2 
Cairo Med. Cond. with Ex. B. Cond. | 2.99. | aS 
Cairo with Bold 3.56 3.02 2.56 | 2.06 
Cairo Bold with Italic & SC 3.52 3.02 2.54 2.05 
Cairo Bold Condensed 3.45 2.97 2.46 
Caslon with Italic & SC 3.88 3:2 2.82 | 2.44 | 2.17 
Caslon No. 3 with Italic & SC 3.84 3.16 2.46 2.06 
Century Bold with Italic 3.6 2,94 Dat 2.03 
Century Bold Condensed 2.85 
Century Expanded with Italic & SC | 3.6 | 3.2 | 2.87 | 2.67 | 2.41 2h 
Century Expanded with Cent. Bold |3.6 |3.1 | 2.87 | 2.57 | 2.41 2.08 
Cheltonian with Italic & SC 3.88 | 3.56 2.97 2.54 
Cheltonian Medium with Italic & SC 2.61 | 2.44 | 2.34 
Cheltonian Bold with Italic 3.41 2.87 229 2.08 
Cheltonian Bold Cond. with Italic 3.6 2.92 Prats 
Cheltonian Wide with Chelt. Bold | 3.38 2.97 2.54 2.25 
Cloister Bold with Italic 3.8 ope Biad 2.44 
Cloister Old Style with Italic & SC | 4.33 3.71 3.16 2.84 
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TABLE IV. Intertype Characters Per Pica (cont.) 


Point sizes 

Name of type face 6pt. 7 pt. Spt. Opt. 10 pt. 11 pt. 12 pt. 
DeVinne with Italic & SC 3.67 SABIE 92 2261 S529 eek 
Egmont Light with Italic & SC 3.63 2.94 2.59 
Egmont Medium with Italic& SC | 4.6 3:G7203.02 492,71 ies) 
Egmont Bold with Italic & SC 3.38 oi/d Des 
Futura Light with Oblique 4.44 33/5 3.05 2.6 
Futura Medium with Oblique al 3.56 2.87 ZA 
Futura Medium Condensed 4.8 oe opi 
Futura Bold with Oblique 3.64 3.1 ot 1.98 
Futura Bold Condensed 4.8 37 noel 2.78 
Futura Book with Oblique 4.39 3.88 3.02 2.6 
Futura Demibold with Oblique 4.02 3:49 2.59 2.5 
Garamond with Italic & SC B50 85 09.15.5011 99.0D2 162 Gor esky, 
Garamond with Bold 3.8 3.16 2115 2.46 
Garamond Bold with Italic Seu o A al 3:2 Et et Odal Der onde alata 
Gothic Condensed No. 2 | .68 4.4] 3.93) ie 3.59 
Gothic No. 13 with Chelt. B. Cond. | 4.1 3.35 2.92 2.46 
Gothic No. 16 with Chelt. Bold 332 oy 2.14 1.96 
Gothic No. 16 with Bodoni Modern eo: 2.06 1.74 
Goudy Bold with Italic 3.67 eu 2.48 2p 
Goudy Old Style with Italic& SC | 4.02 305) 2315 tee 
Ideal with Boldface 35221292) 2824) 2.603 WAL Z1Ds 196 
Kenntonian with Italic & SC 4319 SS 2.84 2.44 
Kenntonian with Cloister Bold 4.07 See! 2p 2.42 
Korinna with Bold 3.8 LDL ald AA. 2.06 
Lorimer with Italic & SC 50 2.94 | 2.67 | 2.57 2.17 
Medieval with Italic & SC 4.02 S13e 2 Sate 7 rae; 
Medieval with Bold 3.97 33164 2.82124 2.14 
No. 16 with Italic & SC 3.25 | 2.92 | 2.67 | 2.46 | 2.29 ths 
Old Style No. 1 with Italic & SC Bie 3:2 cto ecb e ee Oat 2.) el eae 
Old Style No. 9 with Italic & SC 3.16 | 2.87 | 2.61 
Pen Bold 3.05 2.56 
Regal No. 1 with Bold B25 112 OF) 02 BAsG? Coane AZ eo 
Regal No. 2 with Bold BOS 92-89 2.0) 
Regal No. 2A with Cairo Bold No. 2 2.87 | 2.67 156 
Rex with Bold SA HNS72 55125 2.35 2.11 
Rugged Black with Italic a 1.74 
Scotch with Italic & SC 3.1 DIS e2sd 9 aed 
Vogue Bold with Oblique 3,93 Be 2.84 A! 
Vogue Bold Condensed 4,33 3.63 teh 
Vogue with Vogue Bold Sa 3.92 2,92 2.44 
Vogue Extrabold with Oblique S:Al 3.05 2.48 2.03 
Vogue Extrabold Condensed 4.33 3.63 Ae, 
Waverley with Italic & SC Sibel 27/3812 20M 2.34120 
Weiss with Italic & SC 3.88 | 3.45 | 3.22 | 2.97 | 2.61 
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TABLE V. Monotype Characters Per Pica 


Name of type face 


Adtype 163 

Antique Modern 26 
Antique Modern Condensed 76 
Antique Bold Condensed 145 
Atlantic 35 

Atlantic Italic 35 

Baskerville 353 

Baskerville Italic 3531 
Baskerville Bold 453 

Bell 402 

Bell Italic 4021 

Binny Old Style 21 

Binny Old Style Italic 2111 
Bodoni 175 

Bodoni Italic 1751 

Bodoni 375 | 

Bodoni Italic 3751 

Bodon1 Bold 275 

Bodoni Bold Italic 2751 
Bodoni Book 875 

Bodoni Book Italic 8751 
Recut Bodoni Bold 975 
Recut Bodoni Bold Italic 975 
Bookman Old Style 98 
Bookman Old Style Italic 981 
Bruce Old Style 20 

Bruce Old Style Italic 201 
Caslon Old Style 137 

Caslon Old Style Italic 137 
Caslon Old Style 37 

Caslon Old Style Italic 371 
Caslon Old Style 337 

Caslon Old Style Italic 3371 
Caslon Bold 79 

Caslon Bold Italic 791 
Caslon American 637 
Caslon Italic American 6371 
Caslon Condensed 113 
Caslon New 537 

New Caslon Italic 5371 
Caslon Old Roman 78 
Caslon Old Roman Italic 781 
Century Schoolbook 420 
Century Schoolbook Italic 4201 
Century Old Style 157 
Century Old Style Italic 157 
Century Expanded 20 
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6 pt. 


3.4 
ao 
3.85 
3.4 
Tait 
4.48 
4.08 
4.78 


3.82 
4:15 
3.83 
4,25 
Se 
She 
Syn 
3.43 
4.3 

shh 
3.69 
3.65 
3.68 
3.43 
4.11 
aay 
4.11 
4.47 
4:12 
4.47 


3.43 
3.43 


2eP 

3.78 
4,22 
3.84 
3.84 
3.66 
3.98 
3.83 
4.26 


| 3.83 


7 pt. 
2.97 
S57 


3.66 


335 
3.66 
3.35 


Point sizes 


8 pt. 


fas i ke, 
ae be, 
eee 
paths, 
3.34 
3.64 
3.25 
3079 
2.97 
eh) 
3.61 
3.13 
3.41 
cb 
3.44 
wie) 
3.15 
2.82 
2.82 
3.33 
bye 
294 
2.88 
atl 
2.82 
S52 
3.64 
S32 
3.65 
bras 
3.65 
3.34 
3.65 
2.82 
2.82 
3.78 
Ar2 
3.38 
3.15 
3.56 
3.1] 

ai 

2.89 
3.14 
Se lD 
3.44 
3.07 


9 pt. 


2.65 
3.00 


3.06 


3.58 
279, 
2.09 
327 
2.96 
ae 
2.96 
aps 
2.96 
3:22 
2.65 
2.65 
Sah 
8 fo: 
2.76 
iva 
2.98 
2.68 
3.04 
3.31 
3.04 
3.23 
ake. 
3723 
2.98 
ape: 
2.68 
2.66 


2.69 
3.0 


2.66 
a 

2.82 
3.07 
2.76 


10 pt. 


2.38 
2.38 
2.69 
2.38 
2.65 
ja, 

2.76 
See 
Zoe 
2.83 
3.07 
2.6 

2.83 
2.66 
pas 4 
2.66 
are 
241 
2 Al 
2.85 
Pa 
pie 
pe 
2.61 
2At 
2.79 
3.06 
2.65 
2.91 
2.67 
pipes 
2.67 
2.91 
2.35 
2.35 
Sta 
3.56 
2.85 
2.36 
2.64 
2.34 
Zed, 
2.48 
deh 

2.56 
2.78 
2.56 


11 pt. 


Poy 5, 
2.47 
2.44 
2.66 
2.44 


TABLE V. Monotype Characters Per Pica (cont.) 


Name of type face 


Century Expanded Italic 201 
Century Bold 118 

Century Bold Italic 1181 
Century Schoolbook Bold 620 
Cheltenham Medium 186 
Cheltenham Medium Italic 1861 
Cheltenham Bold 86 
Cheltenham Bold Italic 861 
Cheltenham Bold Condensed 88 
Cheltenham Bold Cond. Italic 881 
Cheltenham Bold Extra Cond. 141 
Cheltenham Bold Ext’d. 287 
Cheltenham Bold Outline 12 
Cheltenham Old Style 64 
Cheltenham Old Style Italic 641 
Cheltenham Old Style Cond. 264 
Cheltenham Wide 164 
Cheltenham Wide Italic 1641 
Clearface 89 

Clearface Italic 891 

Cloister Bold 295 

Cloister Bold Italic 2951 

Cochin Old Style 61 

Cochin Old Style Italic 611 
Cochin Bold 616 

Cochin Bold Italic 6161 

Cooper 482 

Cooper Black 282 

Cosmopolitan 4 

Cosmopolitan Italic 41 

Cushing 25 

Cushing Italic 251 

Deepdene 315 

Deepdene Italic 3151 

Deepdene Bold 317 

Deepdene Bold Italic 3171 
Della Robbia 231 

DeVinne 11 

DeVinne Italic 1111 

DeVinne Condensed 111 
DeVinne Outline 42 

Engravers Old English Bold 188 
Engravers Roman 223 

Farmers Old Style 15 

Farmers Old Style Italic 151 
Garamond American 648 
Garamond American Italic 6481 
Garamond Bold 548 


6 pt. 


4.26 
3.86 
3.43 
Due 
3.86 


ofS 
343 
4.69 
4.69 
5.38 
athe 


4.43 
4.82 


3.83 
4.26 
3.86 
3.86 


7 pt. 


3.66 
54 


2.98 


3:30 


by 
3.63 
2.82 


bg 
hie 


3.6 


we 
3.64 
3.61 
4.08 
329 


Point sizes 
8 pt. Ipt. 10 pt. 
3.32 | 2.99 | 2.78 
SASS ee7 
2.82 2.41 
2.51 Poa fi 
3.19 | 3.01 | 2.72 
3.00 | 2.7 
262 2.085132.) 
2.82 | 2.66 | 2.35 
3.85 3.18 
3.85 3.18 
45 3.84 
2252 bgt 
2.79 232 
3.67 2.97 
4.03 3.22 
4.1] 3252 
3.15 2.67 
3.44 2.91 
3.18 23) 
3.18 237, 
3:25 AS be 
3.52 2.98 
3.15 | 3.04 | 2.61 
3.44 | 2.96 | 2.84 
2:3) 
2.82 25) 
3.54 2.78 
2.62 2.05 
3.14 2.65 
3.42 2.9 
S17 2.891257 
3.17 | 3.00 | 2.7 
3.62 3.08 
4.34 3.69 
3.32 2.83 
3.59 3.06 
nme WA 2.79 
2.82 2.43 
2.82 2.43 
3.38 2.68 
2.82 2.43 
2.66 2.16 
1.99 
3.14 | 2.97 | 2.66 
3.42 | 3.23 | 2.9 
3.29 | 3.01 | 2.85 
37/2 ieAnileze 
SOE 2775 722.61 


Il pt 


2.66 
2.47 


2.4/7 
eo 
2.19 
Lolid 


2.4 
1, 


ore 
2:49 


2.43 
2.66 
aed fs 
3.07 
2.47 


TABLE V. Monotype Characters Per Pica (cont.) 


Point sizes 

Name of type face 6pt. 7 pt. Spt. Ipt. 10 pt. 11 pt. 12 pt. 
Garamond Bold Italic 5481 4:02 | 3.61 | 3.28 [2.99 | 2.86 | 257 ree 
Garamont 248 4.69 3.44 | 3.00 | 2.72 | 2.44 | 2.24 
Garamont Italic 2481 5.4 3.98 13.5. | 3.14 ) 2.63 eee 
Gothic Alternate No. 2, 77 5.4 4.15 3.38 2.85 
Gothic Modernized Alternate 51 5.4 45 3.86 3.38 
Gothic Condensed 49 45 3.38 bag 2.25 
Gothic Franklin 107 31641 2.9 264 arg 1.88 
Gothic Globe 240 3.82 3.15 2.69 “heaed 
Gothic Globe Condensed 239 4.86 4.12 ae 2.82 
Gothic Globe Extra Cond. 230 5.96 4.86 4.11 3.56 
Gothic Inclined 2541 2.98 | 2.65 | 2.39 1.9] 
Gothic Inclined Bold 132 3.18 2.65 Loe 1.9] 
Gothic Lining Light 106 375 mpi! 2.58 AS 
Gothic Lining 176 3.85 3.5 5.17 ZA 
Gothic Lining No. 545, 66 3.41 2.8 pads: 1,91 
Gothic Philadelphia Lining 52 3.41 2.84 2.59 See 
Gothic Tourist 140 5.4 oa 3.38 2.92 
Goudy Bold 294 3.66 3.01 2.48 215 
Goudy Bold Italic 2941 3.71 3.05 2.52 2.19 
Goudy Handtooled 383 2.48 2.16 
Goudy Handtooled Italic 3831 Pigen f 2.24 
Goudy Heavyface Condensed 382 2.21 
Goudy Light Old Style 38 3.81 | 3.33 | 3.13 | 2.99 | 2.65 | 2.42 | 2.22 
Goudy Light Old Style Italic 381 4.15 | 3.63 | 3.42 | 3.23 | 2.9 | 2.64 | 2.42 
Goudy Modern 293 2.44 
Goudy Modern Italic 2931 2.58 
Goudy Old Style 394 3.99 S220) 2.68 2.34 
Goudy Old Style Italic 3941 4.43 3.62 2.98 2.59 
Granjon 400 3,29:1:3.20' | 2.99 eee 
Granjon Italic 4001 3.91 | 3.55 | 3.26 | 3.02 
Hess Bold 159 3.4 2.79 PEGE 1.98 
Hess Bold Italic 1591 3.4 2.79 Phy ie 1.98 
Hess Old Style 242 3,83 3.15 | 2.99 | 2.671 2Az eee 
Hess Old Style Italic 2421 4.26 3.44 | 3.23 | 2.91 | 2.64 | 2.43 
Hess Title 161 Aare Po OSs 2/9 2.38 1.98 
Hess Title Italic 1611 3.4 2.79 2.38 1.98 
Tonic 56 3.29 | 3.08 | 2.79 
Italian Old Style 243 3.19 2.73 2.38 
Italian Old Style Italic 2431 S232 2.84 2.49 
Janson 401 3.29 | 321 91 2.79) 2 See 
Janson Italic 4011 3.46 | 3.27 | 2.94 | 2.68 | 2.45 
Jenson Old Style 58 3.86 Bea Ws jet 295 
John Hancock 142 3.07 2.58 2A7 1.97 
Kennerley Old Style 268 4.51 3.62 | 3:18 | 2.93 | 2.62 | 2.41 
Kennerley Old Style Italic 2681 4.73 3.821334 |)3.0" 2.79. 
Kennerley Bold 269 3,43 2./4 259 ok 
Kennerley Bold Italic 2691 Res 2.85 pes, 2.08 
Modern 34 4.12 3.33 | 3.11 | 2.8 | 2.66 | 2.43 
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TABLE V. Monotype Characters Per Pica (cont.) 


Name of type face 


Modern Italic 341 

Modern 8 

Modern Italic 8 

Modern Condensed 1 

Modern Condensed Italic 1 
Modern Medium Condensed 14 
Modern Medium Cond. Italic 141 
Pabst Old Style 45 

Post Text 5 

Post Text Italic 51 

Ronaldson Old Style 16 
Ronaldson Old Style Italic 161 
Sans Serif Light 329 

Sans Serif Light Italic 3291 
Sans Serif Medium 331 

Sans Serif Bold 330 

Sans Serif Bold Italic 3301 

Sans Serif Extrabold 332 

Sans Serif Extrabold Italic 3321 
Scotch Roman 36 

Scotch Roman Italic 361 

Stymie Light 190 

Stymie Light Italic 1901 

Stymie Medium 290 

Stymie Medium Italic 2901 
Stymie Bold 790 

Stymie Bold 189 

Stymie Bold Italic 1891 

Stymie Extrabold 390 

Stymie Extrabold Italic 3901 
20th Century Light 606 

20th Century Light Italic 6061 
20th Century Medium 605 

20th Century Medium Italic 6051 
20th Century Bold 604 

20th Century Bold Italic 6041 
20th Century Extrabold 603 
20th Century Extrabold Italic 6031 
Ultra Bodoni 675 


6 pt. 


4.48 
3.83 
EBLE, 
<i Ps 
4.84 


3.84 
3.46 
3.8 

3.82 
4:15 
4:27, 
431. 
4.23 
tio 
4.26 
SPF 


4.12 
4.47 
fief 
3.56 
3.97 
3.46 
3.56 
3:43 
3.3 

531 
3.16 
4.68 
492 
4.68 
4.87 
4.0 

45 

3.69 
3.82 


7 pt. 


3.33 
3.64 


BLA 
Ghee 
oa 
3:03 


Point sizes 
8 pt. Ipt. 10 pt. 
3.64 | 3.42 | 3.06 
Sc 904 2.67 
SPy PAs ae as Ee a] 
3.82 2.96 
4.16 SA 
aye i] 
3.65 
3.18 Per 
2.96 | 2.73 | 2.54 
epee i PANN ea PST) 
Sol oeh2. 904.00 
Yn Faded eps) 
3.39 2.89 
3.42 2.89 
335 2.85 
53/7 2.86 
35 2.81 
2.94 2.59 
3.01 2.56 
3.34 | 2.98 | 2.67 
3.655152 5th eo 
33745) 2.61 
2.94 2.38 
3,23 2.61 
2.85 2.3 
2.94 2.38 
2.82 2.29 
2:72 Nyda 
Pad: jag 
2.6 4h ia 
3.81 3.08 
4.0 Si 
3.66 2.94 
3.81 3.05 
3.48 2.61 
3.94 2.94 
3.19 2.4 
3 2.48 
22 1.99 


11 pt. 


ea 
Zn 
2.65 


Sates 
teh) 
Jay fe 
2.64 


2.44 
2.66 


12 pt. 


2.65 
Zde 
243 


2.43 
2.65 
j 4p, 
Deke 
je ¥s 
Dine 
Zatz 
2.51 
202 
2.48 
Jager) 
co 
2.08 
2.22 
2.23 
24 
ya 93 

eg. 
Lok 

1.94 
199 
| hes 
1.85 
1.86 
tee 
2.61 
ZS 
Pas oe 
2.4 
2.26 
58) 
2.01 
2.07 
1.58 
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TABLE VI. Foundry Type Characters Per Pica 


Name of type face 


Alternate Gothic No. 1 
Alternate Gothic No. 2 
Alternate Gothic No. 3 
Announcement Roman 
Announcement Italic 
Baskerville 

Baskerville Italic 

Bernhard Gothic Light 
Bernhard Gothic Light Italic 
Bernhard Gothic Medium 


Bernhard Gothic Medium Italic 


Bernhard Gothic Heavy 


Bernhard Gothic Extra Heavy 


Bodoni Light 

Bodoni Bold 

Bodoni Book 

Bookman Old Style 
Caslon Old Style 471 
Caslon 540 

Caslon Bold 

Caslon Bold Condensed 
Caslon Heavy 

Century Old Style 
Century Old Style Bold 
Century Expanded 
Century Bold 

Century Bold Condensed 
Century Schoolbook 
Century Schoolbook Bold 
Cheltenham Old Style 
Cheltenham Medium 
Cheltenham Wide 
Cheltenham Bold 
Cheltenham Bold Condensed 
Franklin Gothic 
Garamond Light 
Garamond Bold 

Goudy Old Style 
Goudy Bold 

Invitation 

Kaufmann Script 
Kaufmann Bold 
Lydian 

Lydian Bold 

Scotch Roman 

Shaw Text 

Spartan Medium 
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6 pt. 


5.65 
2.14. 
4.37 
3.93 
3.83 
4.97 
mens 
4.31 
4.58 
4.26 
4.27 


4.31 
3.93 
4.53 
2.60 
noe: 
4.60 
5357, 
423 
PgR? 
3.70 
3.18 
3.71 
3.74 
4.64 
S67 
3.31 
4.58 
3.88 
3.89 
3.61 
4.61 
3.16 
3.61 
3.61 
3.99 
3.70 


3.62 


Point sizes 

8 pt. 10 pt. 
4.71 3.69 
4.27 3.24 
3.77 2.85 
3p7 2.97 
3039 2.88 
3.79 3.24 
3.84 2.53 
3.66 2.96 
3.83 3.13 
3.76 2.97 
3.62 2.95 
53 2.74 
3.19 2.64 
2.96 2.51 
3.43 2.92 
3.19 2.68 
4.05 3.30 
3.40 2.92 
2.78 2.23 
3.52 2.86 
2.90 2.30 
3.16 2.48 
2.73 2.13 
2.97 2.46 
2.93 2.49 
4.08 3.22 
2.98 _| 2.44 
2.67 2.19 
3.85 3.20 
3.22 2.63 
3.24 2.64 
3.08 2.44 
3.89 3.05 
2.67 2.11 
3.31 2.91 
3.02 2.61 
32 2.69 
3.00 2.47 
2.67 2.34 
3,13 

2.86 

2.73 

Qtek 

3.19 2.86 
2.26 

3.67 2.93 


12 pt. 


a 
2.96 
2.51 
2.62 
2.24 
2.61 
2.86 
2.61 
2.72 
2.65 
2.61 
a, Be 
249 
2.37 
2.20 
2.59 
eee 
fan 
oehe 
1.95 
2.48 
2.00 
2.24 
2.00 
2.15 
2.10 
2.87 
ZS 
1.99 
2.73 
232 
2.36 
219 
rae 
1.90 
2.56 
2.32 
2.36 
2.16 
2.08 
2.85 
2.58 
2.28 
Fae 
reek, 
2.83 
fol | 


TABLE VI. Foundry Type Characters Per Pica (cont.) 


Point sizes 


Name of type face 6 pt. 8 pt. 10 pt. 12 pt. 
Stymie Light 3.80 Sie 2.42 2.19 
Stymie Medium 3.60 3.00 2.29 2.06 
Stymie Bold 3.37 2.93 2.30 2.03 
Stymie Bold Condensed 1.48 
Stymie Black | Eee 
Typo Roman 3.60 BN 
Typo Text 3.75 2.87 PoSey 
Typo Upright 3.63 
Ultra Bodoni Zolg. 1.98 1.57 
Wedding Text 3.72 3.02 2.70 


47. Comparative Copyfitting. Table VII, pages 105 through 111, enables 
the layout man to substitute one face for another. For example, all faces 
of type and sizes following the names of the faces, under each section 
numbered from scale 1 through scale 28 set the same; that is, they make 
the same number of /ines, which does not mean that the type faces, set 
solid, will occupy the same space vertically on the page. This section is 
valuable in determining the copyfitting of type already composed, and 
which must be set in type again. 


TABLE VII. Comparative Copyfitting 


Type faces listed under copyfitting scale numbers will occupy the same 
number of lines when set. I is for Intertype, L is for Linotype, and M is 
for Monotype. 


Scale Type face Make Size Scale Type face Make Size 

1 Beton Extrabold I 12 4 Cairo Heavy I 12 
Beton Wide I 12 Cairo Bold I 12 
Memphis Extrabold L 12 Caslon No. 3 | Beas Be 
Caslon No. 3 I 12 
2 Stymie Extrabold M 12 Ionic No. 5 1% 12 
Memphis Light Eee 12 
3 Futura Bold i 12 Memphis Medium Tiel? 
Ideal News : 2 Memphis Bold | Ca Bes 
Regal No. 1 Pk Memphis Extrabold L 10 
Spartan Black L 12 Metroblack 1; 12 
Stymie Bold M Wl Metrolite Det 
Stymie Bold 790 M 22 Sans Serif X-Bold M_ 12 
20 Century X-Bold M 12 

4 Beton Extrabold 10 y 
Beton Wide I 10 Vogue X-Bold I 12 
Bookface I 11 5 Benedictine L 12 
Book face I 12 Benedictine Book jt 12 
Cairo I 12 Beton Medium I 12 
Cairo Medium I 12 Beton Bold I 12 


TABLE VII. Comparative Copyfitting (cont.) 


Scale Type face Make Size Scale Type face Make Size 

5 Caslon L 12 7 Benedictine Book L 12 
Caslon Bold 79 M 11 Beton Medsum I 11 
Century Expanded | Weems bs Beton Bold I 11 
Century Expanded I 12 Binny Old Style M tals 
Century Schoolbook M 12 Bodoni Lowrie 
Excelsior L 12 Bodoni I 12 
Medieval I 12 Bookman L 11 
Memphis Bold Cond. L = 12 Caslon Old Face Lanai 2 
Rex I i Egmont Medium I 12 
Scotch L 12 Egmont Bold I 12 
Stymie Light M 12 Excelsior Lael? 
Stymie Medium M 12 Goudy Old Style M 12 
Waverly I 12 Ionic No.5 LE 10 

6 Baskerville Peel oe LoL 
Baskerville M 12 Janson : M 12 
Binny Old Style M 12 Mane eth or Lo 2 
pease M 12 Sans Serif Extrabold M 10 
Bookman i 12 Spartan Black L 10 
Bookman Old Face M 12 Stymie Bold M 10 
Caledonia L jb ! ORES L 1] 
Caslon No. 2 L 12 20th Century 
Caslon Old Style37 M 12 Extrabold M 10 
Caslon 137 Tene ld Mga sells Tis jd 
Caslon Old Stvle 137. M 12 
Century Expanded L 10 ea 7 of + 
Century Expanded M 12 Beronbecnteta I 8 
Century Old Style M 12 Deron wide I 8 
Century Schoolbook M 10 Baden M 1 
Cheltenham Wide I; ys Balser Bane 2 : 
Cheltenham Wide M = 12 Beier <a 
Cheltonian Wide inpseack? URINE ce : 
FuturaDemibold 112 cokman 1) Fae ee 
eine ty | 13 Cairo Medium Cond. I HZ 
Gamnont M 2 eee aS: I 10 
Ge arson M 1D Cairo Bold Cond. I 12 
te 5 a 12 fete Extrabold Cond. I 12 

aledonia L 11 

RoniNe a oe pee Lig 
Sir : I . Caslon I 11 
Sas, M 12 Caslon Old Style37  M 11 
Scotch No. 2 LE 12 ean Ne L il 
Spartan Heavy L 12 aah pal : I Wy 
SenieiBole M 10 Carotene Lou 
Stymie Extrabold M 10 re ie tyleih 7egne Il 
Teepe LB oe aaa 
20th Century Bold M 12 Century Expanded _ M 1 

7 Baskerville I 2 Century Old Style M 1] 
Benedictine L Lt) Century Schoolbook M 10 
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TABLE VII. Comparative Copyfitting (cont.) 


Scale Type face Make Size Scale Type face Make Size 
8 Cloister Wide iE. 12 9 Futura Bold Cond. I 12 
Electra ie 12 Futura Book I 12 
Excelsior L 10 Garamond L 1] 
Fairfield Li 12 Garamond I 12 
Futura Medium I 12 Garamond M 12 
Futura Bold I 10 Janson M 11 
Garamont M I] Medieval I 10 
Goudy Light M 11 Memphis Light ib: 10 
Granjon Lops 2 Memphis Medium Lins 10 
Ideal News I 10 Memphis Med. Cond. L 12 
Tonic No. 5 L 9 Memphis Bold i 10 
Janson \ 11 Metroblack L 10 
Kennerley Old Style M 12 Metrolite Leer 10 
Kenntonian I 12 Rex I 10 
Memphis Extrabold L 8 Sans Serif Light Mol 12 
Regal No. 1 I 10 Scotch all 
Sans Serif Medium M 12 Scotch I 1] 
Sans Serif Bold M 12 Spartan Heavy 1f 10 
Scotch M 11 Textype L 10 
Scotch No. 2 L 1] Waverly I 10 
Spartan Light L 12 
Spartan Medium L 12 10 Basker ville L 10 
20th Century Medium M 12 Baskerville I 1] 
Vogue I 12 Beton Medium I 10 
Vogue Extrabold I 10 Bodoni M 10 
Bodoni Book M 1] 
9 Benedictine L 10 Bookman Old Face M 10 
Benedictine Book L 10 Cairo Medium I 10 
Binny Old Style M 10 Caledonia ie 10 
Bodoni L 10 Caslon Old Style37  M 10 
Bodoni I 10 Caslon No. 2 L 10 
Bodoni Book M 12 Caslon No. 3 L 10 
Book face I 10 Caslon 137 L 10 
Bookman ib 10 Caslon Old Style 137. M 10 
Cairo I 10 Century Expanded L 9 
Cairo Bold I 10 Century Expanded I 9 
Century Expanded M _ 10 Century Schoolbook M 9 
Century Old Style M 10 Cheltenham Wide M 10 
Cheltenham 5 12 Garamond I 11 
Cheltenham Wide L 10 Goudy Light M 10 
Cheltonian I 12 Goudy Old Style M 10 
Cheltonian Wide I 10 Ideal News I 9 
Deepdene M 12 Ionic No. 5 i 8 
Egmont I 12 Janson L 10 
Electra E 11 Jenson |b 10 
Excelsior L 9 Jenson M 10 
Fairfield De tt Kennerley Old Style M 1] 
Futura Light [ore te Regal No. 1 I 9 
Futura Demibold I 10 Regal No. 2 I 6 


TABLE VII. Comparative Copyfitting (cont.) 


Scale Type face Make Size Scale Type face Make Size 
10 Regal No. 2a I 8 12 Garamond Is 10 
Scotch M 10 Garamond M 10 
Scotch No. 2 L 10 Ideal News I 8 
Stymie Light M 10 Janson L 9 
Stymie Medium M 10 Kenntonian I 10 
20th Century Light M 12 Medieval I 9 
20th Century Bold M 10 Memphis Light L 9 
Weiss Roman I 12 Memphis Medium L 9 
11 Baskerville I 10 Memphis Bold L 9 
Baskerville 353 M 10 Metromedium Le 10 
Bodoni Book [oe a0 Regal No. 1 I 8 
Bodoni Book I 10 Regal No. 2 I 7 
Caslon Old Face L 1] Regal No. 2A I 7 
Caslon No. 3 L 9 Sans Serif Light M 10 
Century Expanded M 9 Sans Serif Medium M 10 
Cheltenham L 11 Sans Serif Bold M 10 
Cloister pee 12 Stymie Bold M 8 
Cloister Wide L 10 Vogue Bold I 10 
Egmont Medium I 10 13 Baskerville iE 9 
Egmont Bold I 10 Beton Medium I 9 
Electra ee all Beton Bold I 9 
Excelsior Lt 8 Binny Old Style Mind 
Fairfield L 10 Rodan: M 9 
Garamond M 11 Bodoni Book G 9 
Garamont M 10 Book tace I 8 
Gr anyon L 11 Bookman Old Face M 9 
Granjon M Il Cairo Medium Cond. I 10 
Janson M 10 Cairo Heavy I 8 
Regal No. 2 I 8 Cairo Bold Cond. BS 3 
Scotch L 10 Cairo Extrabold Cond. I 10 
Scotch I 10 Cashin iF 9 
ERS ee abold My ; Caslon Old Style M 9 
yp Caslon 137 L 9 
Waverly I 9 Cheltenham I 10 
12 Benedictine is 9 Cheltonian I 10 
Benedictine Book li 9 Cheltonian Wide iv 8 
Bodoni Book M 10 Cheltonian Wide I 8 
Bookface I 9 Cloister iE 11 
Bookman L 9 Egmont I 10 
Caledonia L 5 Electra L 9 
Caslon i 10 Fairfield Ly 9 
Caslon M 10 Garamond I 10 
Century Expanded L 8 Garamont M 9 
Century Expanded I 8 Goudy Light M 9 
Century Old Style M 9 Granjon Leeelt 
Century Schoolbook M 8 Granjon M 10 
Excelsior L 7 Ideal News I 7 
Futura Medium I 10 Tonic No. 5 jf 7 
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Scale 


TABLE VII. Comparative Copyfitting (cont.) 


Type face 


13, Kennerley Old Style 


1 


a 


15 


Memphis Med. Cond. 
Memphis Bold Cond. 


Regal No. 1 

Rex | 
Sans Serif Extrabold 
Scotch 

Scotch No. 2 
Spartan Light 
Spartan Medium 
Stymie Bold 
Textype 


20th Century Medium 


Vogue 


Vogue Extrabold Cond. 


Weiss Roman 


Baskerville 
Baskerville 
Baskerville 

Cairo 

Cairo Bold 

Caslon Old Face 
Caslon Old Style 
Century Expanded 
Deepdene 

Futura Light 
Futura Bold Cond. 
Futura Book 
Garamond 

Janson 

Janson 

Jenson 

Scotch 

Spartan Black 
Textype 

20th Century Light 
Vogue Bold Cond. 
Vogue Extrabold 


Benedictine 
Benedictine Book 
Binny Old Style 
Bodoni 

Bodoni 

Bodoni 

Bodoni Book 
Bookman 
Bookman Old Face 
Cairo Medium 


Make Size 


5d wed end eed ga Bde 
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10 


oe 
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Scale 


15 


16 


Type face 


Caledonia 

Caslon 

Caslon 

Caslon Old Face 
Caslon No. 3 
Caslon No. 3 
Century Expanded 
Century Expanded 
Century Old Style 
Cheltenham 
Cheltenham Wide 
Cloister 

Cloister 

Cloister Wide 


Excelsior 


Futura Medium Cond. 


Futura Bold 
Garamond 
Garamond 
Goudy Light 
Granjon 
Jenson 
Kennerley Old Style 
Medieval 
Metroblack 
Metrclite 
Scotch 


Baskerville 
Baskerville 
Electra 

Erbar Light Cond. 
Erbar Bold Cond. 
Fairfield 
Garamond 
Goudy Old Style 
Granjon 

Ideal News 

Ionic No.5 
Janson 
Kenntonian 
Memphis Light 
Memphis Medium 
Memphis Bold 
Regal No. 1 

Rex 

Stymie Light 
Stymie Medium 
Weiss Roman 


Make Size 
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Scale 


TABLE VII. Comparative Copyfitting (cont.) 


Type face 


17 Binny Old Style 


19 


Bodoni 

Bodoni Book 
Bodoni Book 
Bodoni Book 
Bookman 
Bookman Old Face 
Caslon Old Style 37 
Caslon No. 2 
Caslon 137 

Caslon Old Style 137 
Century Expanded 
Century Old Style 
Cheltenham Wide 
Cheltonian Wide 
Garamond 

Goudy Light 

Sans Serif Light 
Sans Serif Medium 
Sans Serif Bold 
Scotch 

Scotch No. 2 
Spartan Black 
Stymie Extrabold 
Textype 


Beton Medium 
Beton Bold 
Bookface 

Cairo Bold Cond. 
Caslon No. 3 
Futura Demibold 
Garamont 
Granjon 

Rex 

Spartan Heavy 
Stymie Bold 

20th Century Bold 


Weiss Roman 


Baskerville 
Benedictine 
Benedictine Book 
Bodoni 

(Cairo 

Cairo Medium 
Cairo Heavy 
Cairo Bold 
Century Expanded 
Century Expanded 
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Make Size 
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Scale 


Type face 


19 Cheltenham 


20 


2 


pt 


Cheltonian 
Cloister 

Futura Medium 
Garamond 
Granjon 

Memphis Light 
Memphis Medium 


Memphis Med. Cond. 


Memphis Bold 
Metromedium 

Sans Serif Extrabold 
Scotch 

Stymie Bold 

Vogue 

Vogue Bold 


Baskerville 
Bookface 

Bookman Old Face 
Caslon 

Caslon Old Face 
Caslon Old Style 
Century Schoolbook 
Deepdene 

Egmont 

Egmont Medium 
Erbar Light Cond. 
Erbar Bold Cond. 
Futura Bold 
Garamond 
Kennerley Old Style 
Metroblack 
Metrolite 

Spartan Light 
Spartan Medium 


20th Century Medium 


20th Century Exbld. 


Baskerville 
Bodoni Book 
Bodoni Book 
Bookman 
Caledonia 
Caslon 137 
Cloister 
Cloister Wide 
Fairfield 
Futura Light 


Futura Medium Cond. 


Make Size 
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TABLE VII. Comparative Copyfitting (cont.) 


Scale Type face Make Size Scale Type face Make Size 
21 Spartan Medium L 6 25 Bodoni L 6 
Spartan Heavy L 6 Bodoni I 6 
Vogue I 6 Caslon Old Style37  M 6 
Vogue Extrabold I 6 Caslon No. 2 L 6 
Binny Old Style M 6 Caslon Old Style 137. M 6 
Bodoni M 6 Erbar Light L 8 
Caslon I 6 Erbar Bold L 8 
Caslon No. 3 L 6 Kenntonian I 6 
Caslon No. 3 I 6 Scotch M 6 
22 Century Expanded M 6 
Century Old Style M 6 eG pore oes 7 : 
Cheltenham Wide M 6 Deden oot M 5 
Cheltonian I 7 Gihicee L 6 
Futura Bold Cond. I 8 Banteanled itd I 5 
Futura Book I 8 Coreen L 6 
Goudy M 6 Sans Serif Light M 6 
Jen ee M 6 Sans Serif Medium M 6 
enan Ds aah Sans Serif Bold M 6 
23 Baskerville I 6 
Garamond I 6 27 Caslon Old Face L 6 
Garamond M 6 Cloister I 6 
Goudy Old Style M 6 Deepdene M 6 
Metromedium L 6 Futura Book df 6 
Stymie Light M 6 Vogue Bold Cond. I 8 
Stymie Medium M 6 28 Futura Light I 6 
20th Century Bold M 6 Futura Medium Cond. I 8 
Vogue Bold t 6 Futura Bold Cond. I 6 
24 Baskerville M 6 Garamont M 6 
Benedictine L 6 Granjon L 6 
Benedictine Book L 6 Kennerley Old Style M 6 
Futura Demibold I 6 20th Century Light M 6 
Medieval I 6 20th Century Medium M 6 
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Problems and Projects 


Chapter 1. Typographical Design 


Problems and Projects questions and statements are of the multiple- 
choice type, true or false, and one-word answers. In the multiple-choice 
type, which lists several answers, select the answer which best answers 
the question, and place the letter or number preceding the answer on 
your answer sheet. When a statement is true, place an a on the answer 
sheet; if it is false, place a 6 on the answer sheet. 


UNIT 1 
1. In what kind of work does the best typography appear: 
a) What the public pays to read? 
b) What the public must read? 
c) What the public must be coaxed to read? 


UNIT 2 

2. We have a great variety of designs in printing because the printers’ 
type faces are different in different shops. 
(a) True. (5) False. 

3. Layouts 4, Figures 1-7, are better than layouts a because: 
a) They are more interesting to read. 
b) They have, in some cases, illustrations. 
c) They invite attention. 
d) They are informal layouts. 

4. Which of the eight business cards in Figure 8 do you like? 


a) 1 re) fi) e) 5 g) 7 
b) 2 d) 4 f) 6 h) 8 
5. Which of the business cards in Figure 8 do you like the least? 
a) 1 Clas e) 5 g) 7 
b) 2 d) 4 f) 6 h) 8 
6. Which of the business cards in Figure 8 follow traditional design? 
a) 1 eyes e) 5 g) 7 
b) 2 d) 4 f) 6 h) 8 
UNIT 3 
7. A dummy is a collection of layouts. 
(a) True. (5) False. 


8. Rough layouts are: 
a) Quick designs. 
b) Same size as the job to be laid out. 
c) Paste-ups of type and photos. 
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9. Comprehensive layouts are: 
a) Quick designs. 
b) Same size as the job to be laid out. 
c) Paste-ups of type and photos. 
10. Finished layouts are: 
a) Quick designs. 
b) Same size as the job to be laid out. 
c) Paste-ups of type and photos. 
11. Copy and layout are usually two different items. 
Seat) 1 rue. (5) False. 
12. Copy and layout need not be keyed. 
(a) True. (6) False. 


13-21. List ning instructions needed on layouts. 


UNIT 4 
22-29. List eight tools and supplies needed by layout men. 


UNIT 5 
Here is copy for a layout: 
(1) F. Snyder & Sons, Inc. 
(2) Real Estate and Insurance. 
(3) 38 Paxton Road, Belleville, Illinois. 
(4) Phone MAin 6-100. 


Now answer the questions below: 
30. Give the number of the line to receive greatest display. 
31. Give the number of the line to receive second display value. 
32. Give the number of the line to receive third display value. 
33. Give the number of the line to receive fourth display value. 
34. Which layout or layouts in Figure 9 are of the formal type? 
1. a. Sat 
220. 4. d. 
35. Which layout or layouts in Figure 9 are of the informal type? 
(3 Bat. 
PoP. 4. d. 


36. Which rough layout in Figure 9 was selected to be a guide for the 
comprehensive layout? 


iy 4. CRY A 
a0. 4. d. 
UNIT 6 


37. The marking “14/24” in Figure 11 refers to: 
a) 14 point set 24 picas wide. 
b) 14 point leaded 24 points. 
c) 14 point leaded 10 points. 
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38. In Figure 11 the triple line on copy means: 
a) Set in italic. 
b) Set in caps. 
c) Set in small caps. 

39. In Figure 11 the double line on copy means: 
a) Set in italic. 
6) Set in small caps. 
c) Set in caps. 

40. In Figure 11 the single line on copy means: 
a) Set in italic. 
b) Set in small caps. 
c) Set in caps. 


Chapter 2. Display Composition 


UNIT 8 

41. Contrast means: 
a) Small differences in sizes of type. 
b) Great differences in sizes of type. 
c) Differences in design of type. 

42-46. List the five contrasts of display. 


UNIT 9 
47-54. List the eight ways in which minor display can be achieved. 


UNIT 10 

55. The greatest display in Figure 17 is in illustration: 
Lia. Sunes 
Zieh: 4. d. 

56. The least display in Figure 17 is in illustration: 
ia 3c, 
2a 4. d. 

57.. The greatest display in Figure 18 is in illustration: 
1. a. Bata 
ZEB: 4. d. 

58. The least display in Figure 18 is in illustration: 
Via: wh a 
2. b. 4. d. 

59. The better display in Figure 19 is in illustration: 
1. a. 3.%¢, 
phg7) 4. d. 
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60. The worst display in Figure 19 is in illustration: 


he ahs Sac: 
20; A. d. 
61. The most readable display in Figure 20 is in illustration: 
a. Sha 
2up. 4. d. 
UNIT 11 


62. The light-faced theater advertisement illustrated with bolder adver- 
tisements in Figure 16 stands out because: 
a) It contrasts with the others. 
6) It is in a better position on the page. 
c) It is bigger. 


UNIT 12 

63. In a formal balance, each side of a center, vertical line is equal 
in weight. 
(a) True. (5) False. 


64. The optical center is 

a) Slightly below mathematical center. 

6b) At the mathematical center. 

c) Slightly above the mathematical center. 
65. The advertisement, Figure 21, is: 


(a) A formal layout. () An informal layout. 
. The advertisement, Figure 22, is: 
(a) A formal layout. (2) An informal layout. 


67. Why are the advertisements in Figure 23 informal style? 
a) They do not reproduce themselves equally on each side of a 
vertical line. 
b) The illustrations are not centered. 
c) The illustrations are of varying sizes. 
68. Typographical designs of 1870, as shown in Figure 24, stress: 
a) One type face. 
b) Many type faces. 
c) Small borders. 


UNIT 13 
69. The illustration shown in a, Figure 25, is out of balance because 
it is not designed with consideration of the optical center. 


(a) True. (5) False. 
UNIT 14 
70-72. Good proportions are a ratio of 
a) 2 to 3. c) 3 to 5. 
b) 4 to 3. d) 4 to 7. 
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73. The circle in illustration d, Figure 26, appears to be in the center 
because it is in the exact or mathematical center. 


(a) True. (5) False. 
74., The most readable panel in Figure 27 is: 

l. a. Sones 

2.0 4. d. 


75. The worst selection of type in Figure 27 is in panel: 
1. a. Srte 
2D, 4. d. 
76. The informal style of display in Figure 27 is in panel: 
Pa. Sha 
21 Bs 4. d, 
77-78. Which two panels in Figure 28 have pleasing proportion? 
ge me (eh 
ieee 4. d. . 
79-80. Which two panels in Figure 29 have pleasing proportion? 
1. a. aie 
2p. 4. d. 
81-82. Which two panels in Figure 30 have pleasing proportion? 
deed: Se. 
Phi ey 4. d. 
83-84. Which two panels in Figure 31 have pleasing proportion? 
La: JG, 
RAT 4. d. 
85. Which panel at the bottom of Figure 32 has a pleasing proportion? 
LED; AEC? 
86. Pleasing margins for opposing book pages have the following de- 
creasing order (a, Fig. 32): 
a) Bottom, outside, top, inside. 
b) Outside, bottom, top, inside. 
c) Inside, outside, top, bottom. 
87. Which panel in Figure 33 has a pleasing proportion? 
ea. fas Jb 
88. Which panel in Figure 33 has the better selection of type? 
isa Leds 
89-90. Which two panels in Figure 34 show the best margins? 
l. a. onc, 
2B. Weeds 


UNIT 15 
91-92. Name two ways in which an illusion of depth is created. 


UNIT 16 
93-98. Name six ways in which movement is added to a layout. 
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UNIT 17 
Referring to the illustrations in Figure 38, place the figure designating 
an appropriate type face to be used for: 
99. A church. 
100. A machine shop. 
101. A ladies’ clothing store. 
102. An old inn in New England. 
103. A textbook. — 
104. A financial house. 
105. A fuel company. 
106. A gift shop. 
107. A contractor. 
108. An artists’ ball. 
109. A house-furnishing store. 
110. A dressmaker. 
111. The anniversary sale of an old store. 
112. A theater. 
113. An art exhibit. 
114. A lawyer’s stationery. 


UNIT 18 , 
115-116. Give two reasons for the use of hand-lettered type faces. 


UNIT 19 

117. Better types to use for reverse plates are thin-lined serif faces. 
(a) True. (5) False. 

118. Special effects, like perspective views of type faces, are often obtained 
by special lenses. 


(a) True. (5) False. 


UNIT 20 
From Figures 41 and 42, give the number of the type face (or faces) 
appropriate in the printing of: 
119. Books — text type matter. 
120. Newspapers — column type matter. 
121. Annual report of a business firm. 
122. A church program for Easter. 
123. A gift shop. 
124. A night club. 


UNIT 21 

125. On what normal initial letters would we cut in the first line of type? 
a) A. c) L. 
b) H. d) B. 
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126. On what “up” initial letters would we cut in the first line of type? 


a) W. ae 
b) I. d) L. 
UNIT 22 


127. Matched layouts for several jobs of printing 
a) Carry the same type but not illustrations and decorations. 
b) Carry the same type and illustrations and decorations. 
c) Use type faces of varying designs. 


UNIT 23 
128. When styling companion jobs and book pages, the layout man 


should keep harmony of shape as well as design. 
(a) True. (5) False. 


UNIT 24 
129. Bodoni type faces show thicker when printed on: 
a) Antique paper, 
b) Coated paper. 
c) Newsprint paper. 
130. Type faces can be made thicker by printing on antique paper for 
offset-lithography. 


(a) True. (5) False. 
UNIT 25 
131. Wide faces of type look better in narrow areas. 
(a) True. (5) False. 


132. A good rule to follow in the selection of borders is to select a border 
that is about the thickness of the main stroke of the display type 
in the job. 

(a) True. (5) False. 


UNIT 26 

133. The text matter of a paragraph is set in a sans serif bold type. 
What would you use for a heading? 
a) Square Serif Bold. b) Sans Serif Bold. 

134. In the list below, one type face is mentioned which will not mix well 
with Sans Serif; name it. 


a) Sans Serif. d) Modern. 
b) Venetian. e) Square Serif. 
c) Old Style. f) Transitional. 
UNIT 27 
135. A very wide square serif type is easiest to read. 
(a) True. (5) False. 


118 


136. A black letter face, such as Old English, is very difficult to read. 


(a) True. (6) False. 
UNIT 28 
137. Eight inches are about 48 picas. 
(a) True. (5) False. 
138. A column is drawn on a layout at 3 inches. How many picas is it? 
wil: b) 18. e) 2 
139. One agate line equals, in points: 
a) 5. b) 5Y,. c) 6. 
140. A page 5Y% by 81% inches, converted to picas, is about: 
a) 30 by 48. c) 27 by 45. 
b) 33 by 51. d) 31 by 47. 
141. Two inches equal 13 picas. 
(a) True. (5) False. 
Use the comparison rule in Figure 53 to solve the following three 
questions: 
142. Twenty-five picas are slightly over 4% inches.. 
(a) True. (5) False. 
143. Thirty-three picas are about 544 inches. 
(a) True. (5) False. 
144. Thirty-nine picas are slightly less than 614 inches. 
(a) True. (5) False. 


UNIT 29. See special assignment on tracing alphabets (p. 124). 


Chapter 3. Correct Spacing 


UNIT 31 
145. Type faces with short descenders seldom need leading between lines. 
(a) True. (5) False. 


146. Caslon Old Style No. 337 needs more leading between lines than 
does Caslon No. 37 (Figs. 74 and 75). 
(a) True. (5) False. 
147. When using the square serif family of type faces as a body type, 
leading is needed (Figs. 76 and 77). 
(a) True. (5) False. 
148. The most readable set of paragraphs in Figure 77 is: 
a) The top paragraph. 
b) The second paragraph. 
c) The third paragraph. 
d) The last paragraph. 
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UNIT 32 
149. Type characters needing cut-in treatment are: 


a) AVA. d) HAR. 
6b) ALU. e) LVE. 
c) WAY. f) SAL. 
UNIT 33 
150. Lists of numbered items are easier to read when each line is centered. 
(a) True. (d) False. 
UNIT 34 


151. Better spacing is achieved when short measures are set with a ragged 
right-hand margin. 
(a) True. (5) False. . 
152. For better readability, the longer the line is set in type, the more it 
should be leaded. 


(a) True. (5) False. 

153-155. List three rules for determining the length of line of paragraph 
matter. 

UNIT 35 


156. Script characters need wide spacing to make such a line of type 
most readable. 
(a) True. (5) False. 

157. Exact spacing between words in a line of type is done in the very 
best of typography. 


(a) True. (b) False. 

158. Four-em spaces between words of condensed type make for better 
spacing. 
(a) True. (b) False. 


159. Two three-em spaces between words in a wide type like Copperplate 
Gothic makes for the best spacing. 
(a) True. (5) False. 


UNIT 36. See special assignment on indicating type lines (p. 137). 


Chapter 4. How to Copyfit Manuscript 


UNIT 38 


160. For accurate type copyfitting, longhand copy is preferred. 
(a) True. (5) False. 
161. Pica typewriter has 12 characters to the inch. 


(a) True. (5) False. 
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162. Elite typewriter has 10 characters to the inch. 


(a) True. (5) False. 

163. How many typewriter characters appear on page 87? 
a) About 440. c) About 450. 
6) About 420. d) About 430. 


164. How many lines will the copy on page 87 make if set in Linotype 
Garamond, 8 point, 17 picas wide? 

165. How many lines will the copy on page 87 make if set in Intertype 
Century Expanded with italic and small caps 10 picas wide? 

166. How many lines will the copy on page 87 make if set in Linotype 
Corona, 10 point, set 14 picas wide? 

167. How many lines will the copy on page 87 make if set in Monotype 
Baskerville 353, set in 10 point, 13 picas wide? 

168. How many lines will the copy on page 87 make if set in Monotype 
9 point Bodoni 375, set 17 picas wide? 


UNIT 39 

169. Copyfitting can be accomplished before the copy is typewritten. 
(a) True. (5) False. 

UNIT 40 


Use the factors on page 90 before working the following problems: 
170. A page of type is 24 by 38 picas. How many 12-point ems does it 
contain? 
171. A page of type is 25 by 39 picas. How many 10-point ems does it 
contain? 
172. A page of type is 23 by 37 picas. How many 9-point ems does it 
contain? 
173. A page of type is 22 by 36 picas. How many 8-point ems does it 
contain? 
174. A page of type is 21 by 35 picas. How many 7-point ems does it 
contain? 
175. A page of type is 20 by 34 picas. How many 6-point ems does it 
contain? 


UNIT 41 

176. Thinner characters occur more frequently in an alphabet than do 
wider characters. 
(a) True. (5) False. 

177. Divide the alphabet length for any type face into 243 to determine 
the characters per pica. 


(a) True. (5) False. 
121 


UNIT 42 
Using Table II, page 91, find the answers to the following four 
questions: 
178. How many 10-point ems are contained in a 22-pica line? 
179. How many 7-point ems are contained in a 30-pica line? 
180. How many 18-poiht ems are contained in a 17-pica line? 
181. How many 30-point ems are contained in a 30-pica line? 


UNIT 43 ; 
Using the chart in Figure 87 and a line gauge, find the answers to the 

following four questions: 

182. How many 13-point lines are contained in 24 picas? 

183. How many 11-point lines are contained in 30 picas? 

184. How many 10-point lines are contained in 19 picas? 

185. How many 8-point lines are contained in 28 picas? 


UNIT 44 
Using Figures 55 through 71, find the answers to the following six 

questions, expressing answers in picas and fractions of picas: 

186. How wide will the word SALE be if set in the size of Garamond 
as illustrated in Figure 56, page 62? 

187. How wide will the word Company be if set in the size of Caslon 
as illustrated in Figure 58, page 64? 

188. How wide will the word Anniversary be if set in the size of Bodoni 
as illustrated in Figure 59, page 65? 

189. How wide will the words Sale of Books be if set in the size of 
Baskerville as illustrated in Figure 61, page 67? 

190. How wide will the word HARDWARE be if set in the size of 
Sans Serif as illustrated in Figure 65, page 71? 

191. How wide will the words Permanent Wave be if set in the size of 
script type as illustrated in Figure 68, page 74? 


UNIT 45 
Using the method shown in Figure 91, solve the following three 
problems: 
192. How wide will the reduction be if the height is 2 inches? 
193. How wide will the reduction be if the height is 3 inches? 
194. How high will the reduction be if the width is 3 inches? 


UNIT 46 
Using Tables III to VI, answer the following questions: 
195. How many characters per pica are contained in Linotype Caslon 
with italic, 8 point? 
196. How many characters per pica are contained in Linotype Garamond 
with italic, 10 point? 
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197. How many characters per pica are contained in Intertype Baskerville 
with italic and small caps, 11 point? 

198. How many characters per pica are contained in Intertype Egmont 
Bold with italic and small caps, 12 point? 

199. How many characters per pica are contained in Monotype Cloister 
Bold Italic 2951, 6 point? 

200. How many characters per pica are contained in Monotype Deepdene 
315, 10 point? 

201. How many characters per pica are contained in Foundry Type 
Baskerville, 12 point? 

202. How many characters per pica are contained in Foundry Type 
Century Schoolbook, 10 point? 


UNIT 47 

203. How many type faces set the same as Intertype Beton Extrabold 
in 12 point? 

204. How many type faces set the same as 12-point Linotype Caslon 
No. 3? 

205. How many type faces set the same as 10-point Intertype Vogue 
Extrabold? 

206. Ten-point Linotype Baskerville sets the same as Intertype Cairo 
Medium in 10 point. 


(a) True. (5) False. 

207. Eight-point Intertype Beton Bold sets the same as 9-point Weiss 
Roman. 
(a) True. (5) False. 


Clipping Assignments 


The following assignments require the clipping of printed matter from 
newspapers, magazines, catalogues, or any other printed matter which 
will illustrate the assignment. 

Paste each clipping on a piece of paper, large enough so that you can 
write on the extending areas of the large sheet. 

. Clip three advertisements and mark their display lines. 

. Clip three advertisements and mark their minor display lines. 

. Clip four examples of formal layouts. 

Clip four examples of informal layouts. 

. Clip four examples of shadow boxes. 

. Clip four examples of printing showing decided movement. 

. Clip six examples of printing showing appropriate type face use. 

. Clip two examples of type faces having been thickened by the paper. 
. Clip three examples of printing having harmony between elements. 
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11. 
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13. 
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15. 
16. 
17. 


18. 


19, 
20. 
Zi 
72 
23. 
Mae 
pay 
26. 


22. 


28. 


29. 


30. 


Clip three examples of printing showing harmony between type and 
border. 

Clip two pieces of printing showing harmony between type faces. 
Clip two pieces of printing showing a lack of harmony between type 
faces. 

Clip two pieces of printing showing type that is hard to read. 

Clip two pieces of printing showing type that is easy to read. 

Clip three pieces of printing showing incorrect spacing between lines. 
Clip six pieces of printing showing correct spacing between lines. 
Clip three pieces of printing showing correct spacing between words 
of a display line. 

Clip three pieces of printing showing incorrect spacing between words 
of a display line. 

Clip three examples of correct spacing of capital letters. 

Clip three examples of incorrect spacing of capital letters. 

Clip three examples of easy-to-read listings. 

Clip two examples of hard-to-read listings. 

Clip three examples of decorated hand-lettering. 

Clip two examples of curved hand-lettering. - 

Clip one example of a job having a third dimension. 

Clip three examples having hand-lettering not usually available in 
type. 

Clip three examples of readable type faces in reverse. 

Clip a reasonably large picture from a magazine. By using the di- 
agonal method, reduce it to two inches wide and indicate the reduced 
height. 

Secure a sample of 12-, 14-, or 18-point type. Paste it on a piece of 
paper. Now indicate the height of the lowercase letters by drawing 
lines to the side of the paragraph. 

Clip an example of type matter partially obliterated by the gravure 
method of printing. (See the “rotogravure” sections in the Sunday 
newspaper.) | 


Tracing Assignments 


Trace one complete alphabet of the following type faces. See Figures 
55 through 71, pages 61-77. 


1. Blackletter. 5. 20th Century. 
2. Old Style. 6. Sans Serif. 

3. Modern. 7. Square Serif. 
4. Transitional. 8. Script. 
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Layout Assignments 


1. Design and lay out a business card in the formal style. Read Units 
2-11, 17, 26, 27, 36, and 43. 
.- The copy: National Cash Register Service, 1304 South University, Ann 
Arbor, L. V. Handler, Mechanic, Factory Trained, Work Guaranteed, 
Dial 2-1335. 


The size: 3 inches wide and 2 inches deep. 


Follow this procedure: 


a) Draw four or more rectangles 3 inches wide and 2 inches deep on a 
piece of paper. 

b) Indicate the margins. 

c) Determine, from the copy above, which line will receive major dis- 
play. Read Unit 5 and see Figures 5 and 27. Draw these lines (or line) 
in the rectangle in the proper position (in the optical center). Read 
Unit 12. 


Bornhard 
National Cash Register Service  Gothte 
L.V. Handler, Mechanic | pyedium™ 


Factory Trained 


304 South Universit 


Fig. 1. 


d) Select the best of these sketches, and 
e) Letter in the display line or lines, and then the smaller type matter. 
Read Units 26 and 27. 
f) Now specify the type to be used. Examine the formal card layout 
shown in Figure 1. 
2. Design and lay out a business card in the informal style. Follow the 
procedure as in Layout No. 1, above, and examine the informal style of 


layout shown in Figure 2. Read Units 2-11, 17, 26, 27, 36, and 43. 
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Notional 


Cash. Register Service 


L. Y¥. Hondter, Mechanic 


Factory Trained 


1304 South University, Ann Arbo 


Fig. 2. 


3, Design and lay out a letterhead in the formal style. Read Units 3-11, 
17, 27, 43, and see Figure 4, page 127. Examine the formal letterhead lay- 
out shown in Figure 3. 

The copy: National Cash Register Service, L. V. Handler, Factory- 
Trained Mechanic, 1304 South University, Ann Arbor. Work Guaranteed, 
Dial 2-1335. 

The size: 8, inches wide and 11 inches deep. 


Follow this procedure: 
a) Draw four or more rectangles 3 inches wide and 4 inches deep on a 
sheet of paper. 
b) Indicate the top and side margins. 
c) Make at least four rough layouts. Determine, from the copy, which 
line will receive the greatest display. Draw the display line and other 
lines in the proper position at the top of the rectangle. 


Dial 2-1335 Work Guaranteed 


NATIONAL CASH REGISTER SERVICE 


L.V. Handler, Factory-Trained Mechanic 


1304 South University Ann Arbor 


Fig. 3. 
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WORCESTER CouNTY TRUST COMPANY 


WORCESTER 1, MASSACHUSETTS 


fo CULE HOOVER COMPANY 


GENERAL OFFICES AND MAIN FACTORY, NORTH CANTON, OHIO 


oy 


THE GATHMANN ENGINEERING COMPANY 
Designers of the World's Best and Most Economical Ingot Molds 


P, O. BOX 3248, BALTIMORE 28, MARYLAND 


TELEPHONES CATONSVILLE 48 AND 2061 


The Phillips Nurseries Incorporated 


ON THE CONCORD PIKE, 4 MILES 
FROM WILMINGTON, DELAWARE 
TELEPHONE, WILMINGION 50270 


GROWERS’ IMPLEMENT COMPANY, INC. ep 


Sas de 


FARM & GARDEN EQUIPMENT te 
Factoryville, Illinois @e- 


Fig. 4. 
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d) Select the best of these rough layouts, and 
e) On an 84 by 11-inch piece of paper, letter in the type lines. Read 
Units 26 and 27. 
f) Now specify the type to be used. 
4, Design and lay out a letterhead in the informal style. Follow the 
procedure as in Layout No. 3, and examine the informal style of letter- 
head layout shown in Figure 5. 


Wor k Guaranteed 
Dial 2-1335 


NATIONAL CASH REGISTER SERVICE 


L. V. Handtev, Factory-Trained Mechanie 
1304 South University Ann Arbor 


Fig. 5. 


5. Design and lay out an envelope corner card in the formal style. Read 
Units 3-11, 17, 27, 43, and see Figure 4, page 127. 

The copy: National Cash Register Service, 1304 South University, 
Ann Arbor, Michigan. 

The size: A No. 6% envelope, which is 614 inches wide and 3% inches 
deep. 


Follow this procedure: 


a) Draw four rectangles 644 inches wide and 3% inches deep on a piece 
of paper. 

b) Indicate the top and left-hand margins. 

c) Make four rough layouts. Determine, from the copy, the display and 
other lines. 

d) Select the best of the four layouts, and 

e) At the upper left corner of a rectangle drawn to size, letter in the 
type lines. 

f) Now specify the type to be used. Examine the formal style of envelope 
corner card shown in Figure 6. 

6. Design and lay out an envelope corner card in the informal style. 

Follow the procedure as in Layout No. 5, and examine the informal style 

of envelope corner card shown in Figure 7. Read Units 3-11, 17, 27, and 43. 
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NATIONAL CASH REGISTER SERVICE 
1304 South University, Ann Arbor, Mich. 


Fig. 6. 


National Cqsh Register Service 


1304 South University 
Ann Arbor, Michigan 


Fig. 7. 


7. Design and lay out a billhead in the formal style. 

The copy: National Cash Register Service, L. V. Handler, Proprietor. 
1304 South University, Ann Arbor, Michigan. Sold to...... 5 Dates moan 
Terms, Net Cash 30 Days. 

The size: 8% inches wide and 5Y, inches deep. 


Follow this procedure: 


a) Draw four or more rectangles 444 inches wide and 2%4 inches deep 
on a piece of paper. 

b) Indicate the top, bottom, and side margins. 

c) Make at least four rough layouts. Determine, from the copy, which 
line to display, and where the lines are to be placed on which the 
items of the bill will be placed. See the illustrations shown in Figure 8. 

d) Select the best of these rough layouts, and 

e) On a piece of paper 814 inches wide and 54% inches deep, letter in 
the layout. 

f) Now specify the type and rules to be used. Examine the formal bill- 
head layout shown in Figure 9. 

8. Design and lay out a billhead in the informal style. Follow the pro- 
cedure as in Layout No. 7, and examine the informal style of billhead 
shown in Figure 8. © 

9. Design and lay out a package label in the formal style. 

The copy: From National Cash Register Service, 1304 South University, 
Ann Arbor, Michigan. To: 

The size: 4% inches wide and 2% inches deep. 

10. Design and lay out a package label in the informal style. Follow the 
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NATIONAL CASH REGISTER SERVICE 


L. V. Handler Proprietor 


1304 South University Ann Arbor, Michigan 
Terms, Net Cash 30 Doys 


NATIONAL CASH REGISTER SERVICE 
1304 South University Ann Arbor, Michigan 


Terms, Net Cash 30 Doys 


Fig. 8. 


From 


NATIQNAL CASH REGISTER SERVICE 
1304 South University, Ann Arbor, Michigan 


To 


Fig. 9. 


procedure as in Layout No. 9, and examine the informal style of package 
label layout shown in Figure 10. 
Follow this procedure: 

a) Draw four or more rectangles 444 inches wide and 2% inches deep 
on a piece of paper. 

6) Indicate all four margins. 

c) Make at least four rough layouts, and determine, from the copy, where 
each line will be placed, leaving a good amount of space for the 
address to which the package will go. See the layout illustrated in 
Figure 10. 

d) Select the best of these layouts, and 

e) Letter in the complete layout — which is the layout for the printer to 
follow. 


SSSSSSSSSSSS$SSSSSSSSSSSSSSSISSSSSSSSSSISSSSSF$$9S3$$ 


From 
National Cash Register Service 


1304 South University, Ann Arbor, Mich. 


To 


SSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSHSG 


Fig. 10. 
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f) Now specify the type and rules to be used. 

11. Design and lay out a business card in the formal style. 

The copy: Smith Hardware Corporation, Building Materials, Tools, 
Stoves, Farming Equipment. On the Square, Centerville, West Virginia. 
Phone 899. R. J. Smith, Vice-President. 

Follow the procedure as in Layout No. 1. 

12. Design and lay out a business card in the informal style. Follow 
copy in Layout No. 11 and the procedure as in Layout No. 2. 

13. Design and lay out a letterhead in the formal style. 

The copy: Smith Hardware Corporation, Building Materials, Tools, 
Stoves, Farming Equipment. On the Square, Centerville, West Virginia. 
Phone 899. R. F. Smith, President, R. J. Smith, Vice-President. 

Follow the procedure as in Layout No. 3. 

14. Design and lay out a letterhead in the informal style. Follow copy 
in Layout No. 13 and the procedures as in Layout No. 4. 

15. Design and lay out an envelope corner card in the formal style. 

The copy: Smith Hardware Corporation, On the Square, Centerville, 
West Virginia. 

Follow the procedure as in Layout No. 5. : 

16. Design and lay out an envelope corner card in the informal style. 

Follow copy in Layout No. 15 and the procedure as in Layout No. 6. 

17. Design and lay out a letterhead in the informal style. 

The copy: Martens Dress Shop, Latest Creations, 300 Main Street, 
Phone 8-1000. Parkersburg, Pennsylvania. 

Follow the procedure as in Layout No. 4. 

Design and lay out a letterhead in the formal style. 

The copy: Edward G. Franklin, M.D., 1100 First National Bank Build- 
iny, Cincinnati, Ohio. Phone MAin 7980. 

Follow the procedure as in Layout No. 3. 


Advertisements 


In laying out the following advertisements, illustrate each by either 
making a sketch or by clipping the most appropriate illustration or illus- 
trations from a newspaper or magazine. 

In the rough layout, which you will make first, merely outline the illus- 
tration on the layout paper, because you may want to change its position 
on the comprehensive layout, which you will make second. 

After you have completed the comprehensive layout, paste the illus- 
tration on the layout. 
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For a Low Score 


this Summer 


Control those Drives 


Learn HOW at 
Puro er 1 
Driving Range 


You'll Be Helped—Coached 


Keep Your Cash Register 


Just Dial 2-1335 for 
FAST REPAIRS 
NATIONAL CASH REGISTER 

SERVICE 
1304 South University, Ann Arbor 


by Our Experts! 


Five Miles Out on Route 
19-Nea the Drive-tn 
Theater 


Fig. 11. 


The copy for the following advertisements can be changed slightly if 
you think it advisable, but the sense of the copy should not be changed. 
Trace carefully all display lines of 12-point size and larger. Indicate the 
paragraph matter by straight lines or by solid lines, as shown on page 31. 
Two advertisements are shown in Figure 11 as examples of one-column 
jobs. A one-column advertisement is 12 picas wide— over-all width. 
When designing advertisements two columns wide, allow for the column 
rule which, in this case, will be 6 points wide. Hence, a two-column ad 
will be 2414 picas wide. 
You may place a border around your layout, but remember, one 
cannot read a border —so do not make borders too prominent! 
18. One column by 4 inch newspaper advertisement. The copy: Present- 
ing television’s newest top-flight drama show, Royal Playhouse. The 
Canterville Ghost. 10:30 tonight. WDJS. Sponsored by Jones Motors. 
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19. 


20. 


74 bs 


/a0h 


72° 
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One column by 21 pica newspaper advertisement. The copy: Lady 
Mary Face Powder. Lady Mary clings for hours, keeps your skin 
looking its loveliest under strong artificial lights or bright sunlight. 
In a great variety of shades to blend perfectly with your skin tone. 
At Woodworth’s, 123 Main Street. 39c. 

Two columns by “80 agate lines, newspaper advertisement. (An agate 
line is 54 points.) The prices must be large, about 24 point. The copy: 
Sale of Women’s Matched Luggage. Skipper blue covering, sparked 
with tan leather binding. Reg. 14.95 18 inch overnight, 10.95. Regu- 
lar 16.95 21 inch overnight, 11.95. Regular 21.95 24 inch pullman, 
16.00. Cloverleaf’s Luggage Shop, Main Street. Phone MAin 1-4684. 
Two-column advertisements, 6 inches deep. The copy: Straw hat 
value. Regularly priced at 2.95 to 3.95. 1.95 now. An opportunity to buy 
for the Easter parade and all Spring! Newly arrived sailors, bonnets, 
cloches, profiles in natural, navy, red, black, and white. Downstairs, 
The Hub Department Store, South Eighth Street and Market. 
Two-column advertisement, 314 inches deep. The copy: Yes, now you 
can have a soft cream cold wave. Styled to your type, short, cool and 
lovely for Spring. And it’s priced to suit your budget. For only $5.75. 
Shark’s Beauty Salon, Wood Street store. Phone ATiantic 3580 for 
appointment. Use our special budget account. 

One-column advertisement, 3 inches deep. The copy: Wednesday shoe 
repair value. Any leather and composition shoe, half soles and heels, 
$2.00. New laces are included. Boggs & Smythe, downstairs store, 
lower level. 

Two-column by 4 inch advertisement. The copy: Fine buys in 
watches. Specials on credit at all our three stores. Stocks are most 
complete with new styles of our Jefferson watches with expansion 
bands. From $29.95, 75c down and 75c per week. Look, shop and 
compare —there are no finer watches! Modern styles for men and 
women. Watches illustrated here have expansion bands. Diamond & 
Son, 32 West Main and in the Jones Arcade. 


Title and Cover Pages 


You may design the following layout assignments with or without 
illustrations. 


25. 


26. 


Design a title page, formal style, for a 6 by 9-inch size. The copy: 
Bulletin 1953 No. 32. Toward Better High School Teaching. Hall- 
Smith, Publishers, New York City, 1953. 

Redesign the above title page, using the informal style of layout. 
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27. Design a title page, using the informal style of layout. The copy: 
The Rise of Vocational Education. Lester S. Bridges, Professor of 
Vocational Education, Michigan State University. North American 
Technical Society, Chicago, Illinois, 1953. The size is 544 by 8% 
inches. 

Use an appropriate illustration on the following work: 

28. Design a title page, using either formal or informal style of layout. 
The copy: Design for Suspense. J. Phillips Goodheimer. Critchen 
Press, Baltimore, 1953. The size is 7 by 10 inches. 

29. Design the outside cover and backbone of a book 1 inch thick, size 
5 by 8 inches. The copy: Short Stories of an Undercover Man. 
James C. Riley, former SBI Agent. Apex Publishing Corporation, 
San Francisco, 1953. 


Book Pages 


When designing and laying out the following book pages, use your 
own sketches for illustration. Letter in the main heading and subheadings, 
and indicate the text matter with ruled lines. Indicate a page number, 


called a folio. 


30. Design a book page 6 by 9 inches. It is a right-hand page. The copy: 
Why Kids Like Western Play, by James S. Ludwig. Subheads: The 
Appeal of the Cow Hand; Psychological Aspects; The Right Garb 
Makes It Real. 

31. Design right- and left-hand book pages, page size each is 544 by 8% 
inches. The copy: The Beauty of Claude Garamond’s Original Type 
Face Design. John R. Walker, Art Director, Dolphin Press, New 
York. Subheads: The Times of Garamond. Jean Jannon’s Contribu- 
tions; From 1530 to 1952; Use in Book Work; Use in Advertising; 
Use in Commercial Printing; Garamond’s Variations. 

32. Design right- and left-hand book pages, page size each 6 by 9 inches. 
The copy: America’s Paper Makers. From Rittenhouse to the Present. 
By R. C. Hammermill. Subheads: Papyrus to Pulp; John Rittenhouse 
in Pennsylvania; The Fourdrinier Machine in America; Hand-Made 
Paper in 1860; Present Capacities. 


Forms 


No illustrations are to be used in the following assignments: 
33. Design a form for a parts listing. Size is 44% by 11 inches. Eight and 
one-half inches at the bottom of the form are to be filled with open 
spaces between rules, and space between rules is two picas. We need 


four columns. The copy: J. B. Fink’s Garage, 547 South Sixth Street, 
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Allenbury, Pennsylvania. The four columns are headed: Date Re- 
ceived, Part Number, Description, and Price. 

34. Design a form for recording telephone calls. Size is 4% by 51% inches. 
The copy: Telephone Memorandum. While you were out, ........-. 
called. He left this message? ..0....0. 0.030002 evap) os ts 
Signéd,} cute ratece bere eens 


841 North Dovers Boulevard + + + Bardsville, Ohio 


Bardsville Garage Bardsville Garage 


IN ACCOUNT WITH 


Fig. 14. 
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Index 


Artscript, 74 
Artwork, method of scaling, 95 


Asymmetric form, 30 


Balance: definition of, 29 
formal, 29 f 
informal: 30; examples of, 31 

Baskerville, 67 

Bodoni, 65 

Bodoni Bold, 66 

Bookman, 68 

Borders, use of, 57 


Capital letters, correct spacing of, 82 

Caslon, 64 

Center, optical, see Optical center 

Century Expanded, 69 

Century Old Style, 70 

Characters per pica: count of, 91 
foundry type (table), 104 f 
intertype (table), 98 f 
linotype (table), 96 ff 
monotype (table), 100 ff 

Cloister, 77 

Cloister Black, 61 

Color, use of, 43 

Composition, type, how to specify, 

19 f 

Compositor: hand, 21 
instructions to, 19 

Contrast: 24, 48 
achievement of, 23 

Copy: how to interpret, 17 
marking up, 17 
preparation of, 86, 88 


Copyfhitting: 86 ff 
comparative: 105; (table), 105 ff 
procedures in, 86, 88 f 
sizes larger than 12-point, 93 ff 


Design: in companion layouts, 54 f 
harmony in, 56 f 
matched, 53 
purpose of, 11 
rhythm in, 44 
variety in, 12 
Display: examples of, 24, 25-28 
meaning of, 23 
minor, 24 
Display letters, tracing of, 61 
Display lines: 19 
contrast in, 23 
Dummy, definition of, 16 


Ems per line (table), 91 
Ems per page, factors for figuring, 90 


Franklin Gothic, 73 
Futura, 72 


Garamond, 62 
Garamond Bold, 63 


Hand-lettering, use of, 44, 48 
Harmony, in design, 56 f 
Headlines, hand-lettering in, 44, 48 


Illustrations: contrast of, 33, 43 
in layout, 12 
shapes of, 43 
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Initials, use of, 52 
Inland Printer, 12 


Kabel, 71 
Kaufmann Bold, 75 


Layout: balance in, 29 
companion, styling of, 54 
comprehensive, 17, 19, 61 
definition of, 16 f 
elements in, 33 
finished, 17 
illusion of depth in, 33, 43 
indication of type lines on, 85 
for lists, 82 
matched, 53 
materials used in, 17 
movement in, 44, 45, 46 
optical center in, 33 
rough, 16 f, 19 
special contrasts in, 48 f 

Layout man: instructions to, 17 
“musts” for, 17 
tools of, 17 

Leading: between lines printed, how 

to determine, 90 f 
examples of, 78-81 
necessity of, 78 

Line gauge, printer’s, 17 

List, layout for, 82 


Manuscript: determining amount of 
type for, 89 
preparation of, 88 f 
Measurement: printer’s, 59 f 
of type lines, 83 
Memphis Bold, 76 


Optical center: 33 
in balancing, 29 
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Paper, effect of, on type faces; 56 

Point system, 59 

Printing: classification of, 11 
purpose of, 11 

Proportion: definition of, 33 
principles of, 34-42 


Reverse plates, use of, 48 f 
Roughs: definition of, 16 f 
see also Layout, rough 


Spacing: of capital letters, 82 
of words, 84 


Triangle, 17 
T square, 17 
Type: blackletter, 51, 61 
contemporary, 50, 68, 69, 70 
decorative, 51 
modern, 50, 65, 66 
newspaper, 51 
old style, 50, 62, 63, 64 
sans serit;'51,°719 /22a74 
SCLIDE) Oye tae 
square serif, 51, 76 
transitional, 50, 67 
venetianwoume As 
Type faces: appropriateness of, 44, 47 
classification of, 50 f 
effect of paper on, 56 
how to specify, 19 f 
mixing of, 58 
selection of, 58 
Type lines: how to designate, 85, 93 
length of, 83 
Typewriter, characters of, 86 
Typography: c. 1870, examples of, 32 
principles of, 44 
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